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KRISHNA ANUBHAVA OF 



PREFACE 

In this era of mundane materialsm, where living has been downgraded as 
existence, where survival of the fittest is the singular theme in a rat-race, is 
there need for spiritual or metaphysical contemplation or analysis? We are mute 
witnesses to events overtaking us at lightning pace. The very fact that 
supposed imponderables influence events in such a manner as to lead to 
unpredictable results, is adequate to permit acceptance of a theistic view that 
there is a force beyond human control. Intelluctualism adopts abstract analysis 
and deems the ultimate as beyond human comprehension. The Upanishads 
describe the ultimate as: 

"Yataa vacho nivartante, apraapya manasaa; saha 

(Where words do not reach and are inadequate, It is unattainable by 
thought too). Our ancient seers reiterated that the Truth cannot be identified by 
any finite trait; It can be only negated as not this! Sa yesha neeti, teeyam 
Aatma agruhyo nahi gruhyate". Spinoza, a Dutch philosopher said, "Omnis 
determination negatioest" every determination is only a negation. 

How can we perceive something that is absolutely abstract? There has to 
be some clue, some trait. We find a passage in the Chandogya Upanishad: 

"Seeyam Daivtaikshata hanta Aham imas tisro Devata anena 
Jeevanaatmanaa anupravishya nama roope vyaakaravaan iti". The Abstract Force 
decided to manifest in many forms and hues and took many names and 
shapes. We do accept manifestation of the Supreme Truth. 

The Theistic Bhakti oriented Schools adopted the Bhagavata Purana as 
the Kerb-stone of their spiritual edifice. This Purana speaks of 21 manifestations 
of Vishnu, of which ten are deemed important. 

These manifestations are called Avatars. Recall the pledge in the Geeta, 
that "When Social conditions so warrant, I manifest myself". "Abhyuttaanam 
adharmasya tad aatmaanam srujaamyaham". Amongst these ten Avatars, the last 
one before our time was that of Krishna. His Avatar is called a poorna - 
avataara and there were frequent exhibitions of super-human prowess. 



Who is this Krishna ? 



Jayatu jayatu Devo, Devaki nandanoyam 
Jayatu jayatu Krushno urushni vamshah pradeepa; 
Jayatu jayatu meghah shyamalah komalaangi 
Jayatu jatu prithvi bhaara nasho Mukunda: 

Krishna, the celestial child, is the son of Devaki and belongs to the 
lineage of Vrushnis. He is of dark complexion and is attractive. He manifested 
to reduce the burden of this earth. 

Narayana Teertha states : 

"Matsya koormaadi dasha mahima Avataara" 

Krishna - Avatara is the foremost of the ten principal Avatars. It is 
interseting to note that one of the sacred Dwadasha Namas - "Damodara", is 
used only for Krishnaavataara. 

Anubhava signifies esoteric or spiritual experience. Knowledge gained from 
exDerience can never be false. Even in the case of the superimpostion of the 
serpent on the rope, knowledge of the serpent (gained from experience) is true; 
it is the superimpostion that is fallacious. If the experience gained by others is 
studied, it will be a worthwhile propostion. Hence, it is advisable to know the 
Anubhava undergone by others. 

The Haridasas belong to a movement which has considerable social, 
political and spiritual significance. This movement became extinct in the early 
years of this century. The history of the Haridasas is entwined with the 
evolution of Karnatic music. The person whom we regard as 'pitamaha' of 
Karnatic Music, Purandara Dasa, was a Haridasa. Tyagarajaswami sings the 
glory of Haridasas: 

"Hah Govinda Narahari Hah Rama Krishna eni 

Varusuga naamamu Karuneyu Jeyusu 

Haridasuni vedale, mucchata anandamaaye dayalo"! 

"Naamamuto Hah dhyaanamu to 

Manchi gaadamu to, memu daanamosanguchu 

Haridaasuni vedale " 

Hence, the Krishna Anubhava of Haridasas is an apt subject. 



The Vijayanagar Empire mixed religion and politics. The Raja Guru, 
Vidyaramya sat on the royal throne during during the inanspicious Kuhoo-Yoga 
period, to thwart calamities, As religious tolerance was aplenty, Sri Pada Raja 
moved to Mulbagal, to be accessible to Hampi, whenever required. Madhwa 
pontiffs played politics to help the Dasa dynasty replace the Saluvas and 
Sungas as rulers of Vijayanagar. Vyasaraya, a Madhwa pontiff (1447-1539) had 
three disciples, of whom he made Krishnadeva Raya, the Emperor of 
Vijayanagar. He anoited another disciple Vadiraja as the Head of the Madhwa 
Mutt. The third was Purandarasa, who was made head of the Haridasa 
movement. This movement ostensibly was to spread the message of Bhakti and 
to keep the people united; but also used to gather intelligence, especially as 
the neighbouring Bahamani Sultanate coveted the hegemony of Vijayanagar and 
was in a perpetual state of preparedness to wage war on Vijayanagar. 
Purandarasa, was virtually Chief of intelligence till he fell foul of the king 
Achyuta Raya II around 1562. Purandaradasa retired and led a monastic life till 
his immolation on Paushya Amavasya Amavasya day in 1565. Six months later, 
on Ashaada Amavasya, the Vijayanagar empire lay in ruines, having lost the 
battle of Talikota. 

The orthodoxy looked down on the Haridasa movement. The intelligentia 
and orthodoxy joined to form the Vyasa Koota which detested the 
encouragement and support given by Vyasaraya to the Dasa - Koota, the name 
for the Haridasa movement. It is established that there were skirmishes between 
the Vyasa - koota and the Dasa Koota, as can be seen from the Devaranama 
- "Dasara nindisa beda" by Purandaradasa. The Haridasa movement survived 
such incidents and flourished despite the downfall of the Vijayanagar empire. 

A Haridasa is not an ascetic or a monk - he is not a Sanyasi. He is 
permitted to live with a wife and with children. He takes the vow of 
"Aparigraha" of having no possessions and obtains his requirements t h ro u g h 
alms, through Unchavruthi. He cannot reside anywhere for long and has to 
move from place to place. It is more apt to call them as minstrels or bards. 
They had massive support of the masses. Haridasas had to be content with 
what they got through alms. Quoting Tennyson, their life was something thus : 

"Under the greenwood tree 

Who loves to lie with me ; 

And tune his merry note 

Unto the sweet bird's throat ; 

Here shall be see no enemy 

But winter and rough weather, 

Who doth ambition shun 

And loves to lie in the sun 

Seeking the food heeats 

And pleased with what he gets " 
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The Haridasa were the epitome of Bhakti. They were staunch worshippers 
of Vishnu, of whose forms, Krishna was the favourite. The outpourings of 
Haridasas, as musical compositions, are splendid. They visualised Krishna as a 
child, as a toddler, as their benefactor, as their companion, as the Ultimate 
goal. To study the Anubhava of Krishna, we have to single out three persons - 
the Vaishnavite Saint Vishnuchitta, the blind saint Soordas and Purandaradasa - 
all three of them transformed themselves as Yashoda, the foster mother and 
recorded their experience as poems and as musical Compositions, full of 
devotional sublimity. 

Reverting back to the observation that Krishna is the best of the 
Avataras - let us conjure up and imagine a scene where the baby Krishna is 
crying incessantly in a cradle. The crying does not stop, despite inducements 
from Gopis surrending the cradle. They wonder why the child is crying non- 
stop. Yashoda arrives there and each Gopi tries to give a cause for the child's 
crying. One Gopi attributes the crying to dampness (by virtue of his having 
dived into the deep seas - signifying Matayavatara). A second Gopi says that it 
is due to back-pain, as He had carried the heavy mountain Meru, on his 
back (Koormavatara). A third Gopi is convinced that it is due to a 
tooth ache, as He had carried the earth on his teeth (Varahavatara). Another 
Gopi chides them and says that it is all because of the fact that He is 
frightened by the ghastly form of the demon Hiranykashyapu (Narasimha 
Avatara). All avataras are thus are thus covered. 

This is our first presentation in Krishna Anubhava of the Haridasas. A 
composition of Purandaradasa in the Raga 'Sooryakanta : 



BARE GOV AM MA (SORRY AICXNTA) (MISHRA CHAJPU) 



The toddling child moves like a drunk elephant; thereafter graduates to 
stealing butter. Balakrisna revels in teasing Gopis. Recall the song by the 
famous poet, Subramania Bharati: 

Teerada vilayattu Pillai kannan teruvile pengalukku 
oyada tollai ; tinnap pazham Koduppan ". 

We have to restrict ourselves to the Compositions of Haridasas. A Gopi 
has had a ritual bath and is in a a state of Madi to perform Pooja. Krishna 



H To 
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comes at that stage and asks the Gopi to carry him. She declines. Krishna 
threatens to touch her and defile her Madi state. She begs of Him to spare 
her. She pleads "Please do not touch me. I will offer you inducements after the 
Pooja including Payasam. I have witnessed your strocious activities in the past. 
Have mercy one me and touch me not". Muttu, in Kannada, means to touch - 
Muttadiro means respectfully, touch me not. 

This scene is portrayed in a composition by the famous Kanakadasa. He 
was said to be of a low caste, a Billava shepherd and was not allowed to 
enter the Udipi temple, He cried his heart out and Krishna, originally facing 
Eastwards, turned towards West to give Darshan to Kanakadasa, who saw him 
through nine holes. This can be still seen at Udipi and the grill with nine holes 
is called Kanakana - kindi, Kanakadasa's window. This has deep esoteric 
significance "Nava dware pure dehi hamse lolaayate yati" - look inwards to look 
at the swan (Paramatma) sporting deep inside the city with nine gates (our 
shareera). Let us now visualise the scene of Krishna teasing the madi Gopi: 



The poet Kamban portrays a bovine scenario. Let there be a thousand 
calves and one cow. The Cow will find its calf and feed its calf. Similarly, let 
there be a thousand cows and one calf. The calf will make a bee-line only to 
its mother. This bovine relationship is something unique. Kamban says ; 

"Taai tannai ariyaada Kanruillai; tan kandrai aayum ariyum ulagukku 
taayaagi aiya ! " Devi is suppored to have such feelings towards Her Bhaktas - 
hence She is called "Gomati". Some of you would have heard of the poet 
Neelakanta Shivan from Padmanabhapuram. He sang : "Karin Kuralaikkettu 
Kanindu varum pashvaip pol". Words are inadequate to describe maternal 
instincts. Once, the day was done and darkness was failing from the wings of 
night like a feather wafted downwards by an eagle in its flight. There was no 
sign of Krushna and Yashoda was worried beyond endurance. She runs from 
house to house at Gokula and asks the ladies whether the have seen Krishna. 
She indicates marks of identification - that He wears a Peetambara, that He 
carries a flute in his hand, He sports scented sandal paste on his chest and 
so on, "Amma, nimme manegalalli namma Krushnane Kaneer". "Mothers, 
perchance did you see my Krushna near your house?" 




MUTTADIRO ENNANNU AN AN DA BHAJRAVI 
(MI SI IRA CHAPU ■ VILOMA) 



AM MA NIMMA MANEGALALLI (S AH AN A) (ADI JALA) 



Vishnuchitta was prudent. To avoid recurrence, he says: "Kalattu arishiyum 
aakki vaitten; Kanna nee nalai tottu kandrin pin pogel kolam sheidu inge iru" - 
I have a cooked a full dish of sweet rice for you Krushna, there is no need 
for you to go with the cow herds from tommorrow ; you can stay hereiftself. 
Vishnuchitta enjoyed the sound of Krishna's anklets - "todar changiligai Chalaar 
Pilaar ena toongu paduoli ezhuppa". Tulsidas enjoyed the sound of Rama's 
anklets: Thumak chalat Ramapachandra bajat Pajaniya" - was what he sang. 
Let us now see how Haridasas heard the anklets of Krishna. 



BAN DAN ENE RANGA (SHRI) (ADI TALA) 



Parental joy knowns no bounds when the virtues and achievements of the 
children are praised. The Tamil Poet Tiruvalluvar says that the fulfilment of 
having given birth to a child is attained when encomiums are showered on the 
chilo, so feels every mother ; "Endra pozhudil peridu uvakkum tammaganaich 
chandron enak keettattai. Vishnuchitta says : "Enna nonbu nottraal kolo ivanaip 
petra vaiyirudaiyal ennum vaartai aeidi vaikkum Irudikesha". Krushna was 
someone whom the vedas could not define. He is the most atomic amongst 
atoms and the biggest amongst the big. His qualities are beyond formal proof. 
Yashoda had coen the seven worlds when He opened his mouth ; "Taayike 
baayalli jagavella toro, jagadoddhaaraki namma udipi Shri Krishna". Yet, an 
innocent ignoramus, Yashoda gloated with glee when someone called her child 
as a gem amongst children : 

"Nigamake silukada aganita mahimana 
magugala manikyana aadisidale Yashoda, 
Anor aneeyana mahato maheeyana 
Aprameyana aadisidale Yashoda ; 
Jagadoddharana aadisidale Yashoda" 

When a reverse situation arises and people blame a child, maternal 
loyalty does not let the child down, Gopis did complain frequently about 
Krishna's pranks and misdeeds. Some can recall the Todi Raga Kriti by 
Venkatasubba Iyer, rendered excellently by the late Sangeeta Kalanidhi Chembai 
Vaidyanantha Bhagavatar. Taiyallai Keladi undan paiyyanaippolave inda 
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vaiyagathil oru pillai ammamma naan kandadillai - Taye Yashoda undan aayar 
kulaatu uditta maayan Gopalakrishnan Cheyyum jalattaikkeladi Taye". 
Purandaradasa has composed a Devaranama in Raga Mohana with identical 
thmatic content; "Mella mellane bandu jillena muddu bottu nillane odi poda 
kalldda buddhi hale, mella mellane bandene gopamma Kele". However, we 
choose a song by Vadiraja with a long list of complaints by Gopis : 



GOPI NINNA MAGANU BANDU (ATHANA) (ROOPAIOV TALA) 



In view of time constraint we refrain from providing a composition of all 
of his Bala - leelas - but will provide some summarised versions : 

"Pootani samharana banda, puruhoota vandya banda 
Maatulana maaduhida Govinda banga 
Nakraharanu banda, Chakradharanu banda 
Akroora golida Trivikrama bandano" 

The Sanskrit poet Vedanta Deshika, author of words like Yadavabhyudaya 
and Gopala Vimshati, marvels at the luck of Yamuna to witness Krishna's 

leelas: 

"Yamalarjuna drushta balakelim", Yamuna Sakshika Yowvanam Yuvaanam" 
and "Vaaso- hrutva Dinakara suta Sannidhow vallaveenam leelasmero jayati 
lalitaam aastitah kunda shaakam". Krishna's deeds dia include destruction of 
demoniac forces - Pootana, Shakata, Dhenuka, Baka, Kamsa and so on. The 
most dangerous episode was His subjugation of Kalinga, the poisonous serpent. 
Let us pause to hear what the Haridasas say about this incident : 



AADIDANO RANGA (ARABHI) (ADI TALA) 



If these aspects and occurences relate to the suppression of evil force, 
Dushta Nigraha, the protection of benign entities, Shishta PariDalana is also 
seen in Krishna's story. The grant of the Akshaya - paatra and the protection 
at the time of Vastraapaharana provided to Draupadi, are shining examples of 
Shishta - Paripalana. A fact seldom cognised, is that there are several 
Devaramas set to Khanda - Ata Tala. The song to be presented next, in this 
Tala, apart from having references to Shishta Paripalana vis-a-vis Draupadi, 



J7l 
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provides a fitting answer to a question posed by Tyagaraja in the kriti 
Nagumomu Ganaleni, where he asks as to whether the distance between 
Vaikuntha and the earth is too great! No, answer the Haridasas. It is just one 
call away provided that your call is studded with unfailing faith! 



ONDE KOOGALATE (KALYANI) (ATA TALA) 



Inasmuch as Kama, Krodha, mada, moha, lobha and maatsarya are said 
to be Avagunas, there are six Sugunas as well - they being Vatsalya, Abhaya 
Pradhana, Aarti Nivarana, Audaarya, Agha Soshana and Pada - Daana. These 
desirable qualities are amply seen in Krishnavatara. The Rasa - Leela part 
symbolises companionship, Sakhya. The Nayaka - Nayika bhava and the 
Madhura bhakti of the Gopies was not emphasised by the Haridasas. The 
concept of Krishna, of the Haridasas, tallied with the Krishna portrayed in 
Harivamsha, not with the Bhagavata Purana. There is no reference to Radha, 
by Haridasas. Krishna is their master; alternatively a child. Haridasas admitted 
only Daasya and Vatsalya - they did not encourage Shringara Rasa. There are 
some exceptions to this rule, in the compositions of a few latter-day Haridasas. 
Yet, there are no erotic - oriented passages like Jayadevas : 

"Shishlyati Kaamapi, chumbati kaamapi, kaamapi ramayati 

raamam, pashyati sasmita chaaru taram aparaamaanu gachhati vamam", 

or Sarangapani's Padam 

"Krittchi kowgalinchina komali ne gaadu, indendu vacchitira, alada nee illu 
ee veethi gaadu, po po ra". The entire Krishna story is presented in three 
charanas of a compostion of Jagannatha Dasa, also set to khanda Ata Tala. 



KR1SHNANA NODIRAI BATTI (BHAIRAVI) (KHANDA ATA) 



The forms of Krishna dear to the Haridasas were two forms. Firstly, 
Krishna of the temple at Udipi. Madhwacharya is praised as the preceptor who 
installed the idol at Udipi. "Udipi Krishnana nilisidano". The greatness of Udipi 
is sung thus : 



"Soodhu nadiyu kande, Soorya prabhayu kande 

Allidda Madhwa sarovara kande. madhwa matade ashta munigala kande 
Prasiddha vaagiruva udipi Krishnana kande 

Kandena Udipiya Krishnanaa, bhoomandalada olage uddhanda mohipana" 

The second form of Krishna dear to Haridasas is the idol of Panduranga 
Vitthala at Pandharipura. The mysticism of this idol prevails, Haridasas sang 

thus : 

Hinde Vitthala, munde Vitthala, hinde munde Purandara Vitthala 
Edage Vitthala, balage Vitthalao edage balage Purandhara Vitthal 

In one composition, we find a combined reference : 

"Vishnu baro, Udipi Krishna baro, ishta moorti Purandara 
Vitthala baro, Ranga baro, Panduranga baro, Ranga baro 
Naasinga baro". 

Krishna, to Haridasas, was Taraka, Poshaka and Bhogya. In piety, Krishna 
was more sacred than the Ganga. In cRlestialism. Krishna was more divine than 
Indra. In beauty he pxcelled Manmatha. For bravery, see his destruction of 
demoniac hordes: 



PAVANATVADI NODE (from) EE PARIYA SOBHAGAVA 
(SAVERI) (KHANDA CHAPU) 



Haridasas preached implicit faith in Krishna or Rama. Krishna becomes 
your saviour, if you trust Him. If you do not, He can verily even be the cause 
of your destruction so said Haridasas, with examples or case studies: 



VAMBIDA ARJUNANIGE (from) YAMANELYO KANENENDU 
(SHIVARANfANI) (AD I TALA) 



Haridasas considered their bodies as an abode for the Lord Krishna. 
Krishna was the dimunitised version of the Supreme Narayana. They did not 
desire to stay anywhere, where Krishna was not present. They entreated 
Krishna to grace their abodes, come to their homes. A composition of Sri Pada 

Raja : 



BAARO NAM MA MANAGE ( PUNNA GA VARALI) (ADl) 



The Haridasa movement continued even after the downfall of the 
Vijayanagar empire. Some notable Haridasas of the post - Talikota battle period 
are Gopala Vitthala, Chippagiri Venkata Dasa, Varadagopala Vitthala Dasa, 
Jagannatha Dasa, a lady called Helavanakatte Gimyama, Harpanahalli Sripada 
Dasa. Karjeegi Narayana Dasa, Lingsugur Yogindra Dasa and some others. This 
movement survived in a skeletal form upto about 1912 A.D. Nowadays, we 
have no real Haridasas; we have only descendants of Haridasas. Needless to 
say, none can equal Purandaradasa. Guru Vyasaraya himself said "Dasan 
endare Purandaradasaru". The sublime form of love or affection was Vatsalya, to 
Haridasas. They felt that nothing surpassed vatsalya. The fortune of the Gopis 
- to play with Him in their laps, to comb his hair, to deck Him with flowers, to 
threaten Him if he tries to misbehave, to perform Arati to remove the evil eye 
etc; - was the greatest fortune. This is beautifully portrayed by Purandaradasa : 



GOPIYA BHAGYAVIDU (BEHAG) (ADl TALA) 



A staunch Adwaitin, Madhusoodhana Saraswati confessed : "Poornendu 
sundara mukhad aravinda netrad, Krishnaat param kimapi tattvam aham na 
Jaane" - that there is no truth higher than Krishna. A poet wrote that the image 
of Krishna be before him during his last journey. * Adhara ahita chaaru vamsha 
naala, makutaalambi mayoora pincha mala, Hari neela shila vibhanga naala 
pratibha ; Santu ma antimap prayaane". Tyagaraja sang "Samsarulaite emayya? 
Shikhi pinchaavatamsudu eduta mundaga" - what is there to fear in the world if 
Krishna is in your heart? Swati Tirunal expounded His greatness as "Taapa 
saheya keertc bhava taapa vimochana moortee, divya hema makutaadi viraajuta, 
Padmanabha Hadhusoodhana Jaya Jaya". 

These quotations give a comprehensive view of the Krishna Anubhava of 
Haridasas. Kulashekara Maharaja prescribed Krishna as ihe chemical to curel us 
of Bhava - Roga "Kim oushadaihi Klishyasi moodha durmate, niraamayam 
Krishna rasaayanam piha". Haridasas lamented human fraility - though born a 
human being duly equipped with a tongue to chant the name of Krishna, 
though you know that all accumulated sins can be destroyed by the utterance 
of Krishna's name " mere intonation of Krishna's name is the curative 
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(parihaara) for all problems (Kashta). How many persons are capable of setting 
aside their ego and capable of sincere chanting of Krishna's sacred name ? 
Very few, indeed. 



NARA JAN MA HAN DAG A (KARAHAhAPRIYA) (MISHRA CHAPU) 



(J>ranams to <Haridasas who had paripoorna <Krishtiaanu bhavaf 
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1 ) 
j- / 


Sri 


V.adhvacharya 


1238-1317 h.D. 


- 


- 




Sri 


Narahari theertha 


1275 A.D. 


Raghukulathilaga 


rtnegundi 


3) 


Sri Teekaraya 

(Sri Jaya theertha) 






Mai akeoa 


4) 


Sri 


Sripadharaja 


1422— 14oU m. 'J. 


rtang avi iaia 


iv.ui aunagi i u 


5) 


Sri 


Vyasaraya 


1447-1539 M.D. 


Sri Krishna 


nnegundi 


6) 


Sri 


Vadhiraja 


1480-160O A.D. 


Hayavadhana 


Sotne 


7) 


Sri 


Vi jaeendhra 






Kumbakonam 


8) 


bri 


rvagootnama 






i nir ukkovi \ 


9) 


Sri 


Ragavendra theertha 


1600-1671 A.D. 




Mandralayan 


10) 


Sri 


Sathyabodha 




- 


Savanoor 


11) 


Sri 


Vaigunda Dasa 




Chennakesava 


Belur 


1?) 


Sri 


Kanaga Dasa 


• 

1509-1607 A.D. 


Kakinelayadhi 
keaava 


Tiruppathi 


13) 


Sri 


Purandara Dasa 


1484-1564 A.D. 


Purandaravittala 


Hambi 


14) 


Sri 


Prasanna Venkata 
Dasa 
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RhAnal akntp 


15) 


Sri 


Vijaya Dasa 


1637-1735 A.D. 


Vijayavittala 


Chippagiri 


16) 


Sri 


Gopala Dasa 


1721-1762 A.D. 


Gopala Vittala 


Uddanoor 


17) 


Sri 


Jagannadha Dasa 


1728-1809 A.D. 


Jagannadha Vittala 


Manavi 


18) 


Sri Helavana Katte 
Giriyamma 


1750 A.D. 


Helavana Katteyaranga Helavanaka 


19) 


Sri Panganamadha 
Thimmanna Dasa 


1670 A.D. 


Sri Venugopalavittala Adhavani 


20) 


Sri 


Mohana Dasa 


1750 A. 0. 


Mohana Vittala 


Hambi 


21) 


Sro 


Pranesa Dasa 


1820 A.D. 


Pranasa Vittala 


Lingasogoc 



KRISHNA ANUBHAVA OF MUTTUSWAMI DIKSHITAR 

Krishno rakshatuno jagat traya guruhu, Krishnam namasyaam ahaam Krishne naamara 
shatravo vinihataa, Krishnaaya tubhyam namaka Krishnaa deva samuttitam jagad idam, 
Krishnasya daasosmyaham Krishne tishtati sarvam etad akhilam, he Krishna rakshasva 
maam. 

You would have noticed that Krishna was addressed in this shloka, in all eight case-endings, 
Vibhaktis. Credit should be singularly accorded to Muttuswami Dikshitar, for successful 
employment of the Vibhakti - technique in compositions of Karnatic music. Dikshitar has 
composed several series with the employment of the Vibhakti technique - the Tyagaraja, 
Kamalamba Navaavarna, Neelotpalamba, Abhayaamba, Guruguha and Rama Vibhakti series. 
It is apt, therefore, to commence with a vibhakti-oriented shloka pertaining to Krishna. 
At the outset, many may wonder about the linkage between Krishna and Muttuswami 
Dikshitar. Dikshitar was not an ardent, fervent or pronounced devotee of Krishna like 
Narayana Teertha, Oothakaadu Venkatasubba Iyer, precedent composer - devotees like 
Soordas, Meerabai, Andal or Purandaradasa. He was a staunch Adwaitin, a follower of the 
Sri-Vidya tantric system. In what way is a study of Dikshitars Krishna - Anubhava merited ? 
Tyagaraja and Shyama Shastri were contemporaries of Dikshitar and they collectively 
constitute the trinity of Kamabc Music. Barring two compositions, sixty eight of seventy 
compositions of Shyama Shastri are dedicated to Devi. The Ishta-Devata of Shyama Shastri 
was Devi - Kamakshi. Tyagaraja has composed a whole Geya-nataka, a musical -opera, 
"Nauka Charitra" on the Krishna theme and has composed about ten Kritis on Krishna, as 
well. Yet, Tyagarajaswami declared, "Tat tvam asi vaakyaarthamu Rama neevanu para 
tattva meruga tarama" - Rama, you are the embodiment of the Supreme Truth and there is 
nothing greater than You. Undisputable that Lord Rama was Tyagaraja's Ishta-Devata. 
Tyagaraja has dedicated a few compositions to Shiva, Ganesha, Subbramanya and Devi - 
notwithstanding which his devotion to Rama overshadows every other facet of his Bhakti. 
Let us analyse the deity-orientation of Muttuswami Dikshitar, from his composibons : 



Compositions dedicated to Devi - 165 

Compositions dedicated to Shiva - 131 

Compositions dedicated to Subhramanya - 29 

Compositions dedicated to Vishnu - 26 

Compositions dedicated to Ganapathy - 24 

Compositions dedicated to Krishna - 18 

Compositions dedicated to Rama 15 

Composibons dedicated to Saraswab - 10 

Composibons dedicated to Lakshmi - 6 

Composibons dedicated to Brahma 1 

Composibons dedicated to Other deities 14 



Dikshitar was bom, brought up and nurtered in the Shaivaite Adwaitic tradition and was 
inducted into the esotertfc tantric-cult of Sri-Vktya by his Guru, Oiidambaranatha Yogi. This 
intellect may assent but the ingrained habits of a lifetime will manifest Thus, the maximum 

- output was Shiva-Devi oriented. Nearly 15% of Dikshitar's musical output was Vaishnavite 

- oriented. Which other composer dedicated one composition to the creator Brahma ? 
None. An in-depth study of Dikshitar-s compositions will show that his reverence to all 
deities was sincere and his devotion fervent. Despite an inclination to Devi or Shiva, 
Dikshitar had no favourite God, no Ishta-Devata. His Catholicism, his cosmopolitan 
pantheism is very evident. Further, a more balanced view of Krishna is discernable in 
Dikshitar's compositions. Krishna is a highly revered Divine Character but not extolled to the 
hyperbole by Dikshitar. Dikshitar's view is more impersonal and balanced. Also, there are 
several similar and some unique aspects of Dikshitar's spiritual experience of Krishna. 
Similarities relate to views expressed by composers and philosophers who preceded 
Dikshitar. Unique aspects are the output of the genius called Muttuswami Dikshitar. Hence, 
the experience of Dikshitar, his Krishna-Anubhava is worthy of study and analysis. 

We cannot judge whether by intent or co-incidence, that Dikshitar composed eighteen Kritis 
on Krishna. Dikshitar has accepted, Krishna's role as the Deshika, the great Teacher, as the 
Gita-Acharya and perhaps intentionally limited the number of compositions to coincide with 
the eighteen Sargas of the Bhagavat-Geeta. This is a matter of co-incidence, conjecture. 
The eighteen Kritis of Dikshitar, for analytical purposes, are classified in a thematic manner, 
in this paper, as follows: 

(1) Cheta Shri Balakrishnan - (Raga: Dwijaavanti) 

(2) Balakrishnan Bhavayaami - (Raga: Gopikavasantam) 
(3 Ananta Balakrishnam - (Raga: Ishamanohari) 

(4) Balagopala - (Raga: B^av.) 

(5) Govardhana Gireesham - (Raga: Hindoia) 

(6) Muraharena Mukundena - (Raga: Shuddha Mukhan) 

7 Sri Krishnam bhajare - (Raga: Roopavati) 

8 Krishnaananda - (Raga: 

(9) NandaGopala - (Raga: Yamuna Kafyani) 

10) Neelaangam Harim - (Raga: Neelambari) 

(11 Sri Venugopala - (Raga: Kunn^) 

12 Sri Parthasarathi (Raga: Shuddha Dhanyasrn) 

13 Sri Krishnam bhaja maanasa - Raga: Todi) 

(14) SarasaDala - (Raga: Khamas) 

(15) Santanagopalakrlshnam (Raga: |^amas) 

(16) Rajagopalam - R^a: Mohanam) 
17) Sri Vidya Rajagopalam (Raga: Jaganmoh^.) 
18 Sri Rajagopala - (Raga: Saven) 



Oose scnjtiny will reveal that the first four compositions deal with the infancy of Krishna, 
with Balakrishna. The next six compositions relate to the greatness of Krishna, in a general 
manner. The eleventh composition is designed for rendition on Krishna's birthday, the Sri 
Jayanrj. The remaining seven pertain to places of pilgrimage where there are Krishna's 
temples. Hence, this thematic classification. 

In his highly erudite introduction of his Sad-Bhashya, Ananda Teertha quotes a verse from 
the Pad ma Purana 

"Snaivam cha Vaishnavam, Shaaktam, Kowmaaram, Vainayakam tatha, 
Skandaamscha bhakti maargascha darshanaani shadevahr. 

Ananda Teertha accepted all six faiths as branches of the path of devotion. The Shan-Mata 
Bhaava can be seen only in the compositions of Dikshitar. He was, as an Adwaibn, basically, 
a Gnanin. Nevertheless, Dikshitar was a Bhakta too, as can be visualised from his 
statements such as "Shree Tyaagarajasya bhakto bhavaami", "Shri Kamalaambikaayah 
bhakbn karomi" and "Rame Bharata rajya paalitam arpayaami". 

What is the intrinsic significance, the mystery of the name Krishna ? One interpretation Is 
that this word is derived from "aakarshayati iti Krishna" and it means He who attracts 
everyone. The second interpretation is that the name relates to the dark-complexion, 
Krishna-Varna. Hindu tradition portrays Brahma as white in complexion, Vishnu as dark in 
colour and Shiva as red in colour. White signifies Rajasa guna, red indicates Tamo guna and 
dark colour Sattva guna. The words Kamala, Pad ma, Jalaja etc: are mere genric terms. 
Very few appreciate that there are three types of lotus - Pundarika (White), Kokanada 
(Pinkish red) and Indeevara (Dark colour). Recall the shtoka "indeevara dala shyamo, 
Madhavoordwam gadaadharaha". The dark lotus is known as Nedkamal and is considered 
mutated. Note that the words are "indeevara dala shyaamo" meaning as dark as the Neel- 
KamaJ. The accent is on the dark-shade. Krishna's complexion is dark but not Wack. As an 
incarnation of Vishnu, as a Pooma-Avatara of Vishnu, Krishna had the dark - complexion, 
representative of the Sattva-guna. Rama was not a poorna - avatara. Even Valmiki says 
"Vishnoh ardham mahaa bhaagam putram Ikshvaaku vardhanaam'. When an 
amshaavatara like Rama had a dark-complexion, will not the Pooma-Avatara have ? The 
secret lies in the fact that the dark-colour, Shyaamala Varna, is a Swaroopa-lakshana (an 
apparent guna or characteristic) and the power to attract is a tatastha - lakshana (intrinsic 
faculty). Krishna is a combination of Tatastha and Swaroopa Lakshanas; the real and the 
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Narayana Teertha saw the ten incarnations of Vishnu in Lord Krishna - "Matsyakoormaadi 
dasha mahimaavataara" and "manyet twam iva maamava deivam maaya sweekruta 
maanusha bhaavam". 

Purandaradasa also perceived the ten Avataras 

"Neerolu muligi, mai oresenendu atutaane 
meruva hottu mal bhaaravendu alutaane 
unarani Koreyoiitri i aavaae nonou aiutane 
Duruia rakkasanu karula kandu atutaane 
Naleva naledu puttu beralu nondendu alutaane 
Chaladinda kodaliya pidisenendu alutane 
Balu sainya kapigala nodenendu alutane 
Neluvina bennaiyu nilukadendu alutane 
Battate nintavana etbko endu alutane 
Uttama ashwavana hattenendu alutane" 

In a similar vein but slightly divergent manner, Dikshitar also sees in the child, the Bala- 
Krishna, the Avatara of the Purushottama. Dikshitar compares the complexion of Krishna 
with that of newly-risen laden cloud. 



Nootana neerada sadrusha shareeram 
Nanda Ktshoram 

Peeta Vasana Dharma, kambu kandharam 
Giridharam 

Pootanaadi samharam, purushottama avataram 
Sheetala hrudaya viharam, Shri Rukmini daaram 
Cheta Shri Balakrishnam Bhajare 
Chintitaartha prada Charanaaravindam 
Mukundam 



Dikshitar, in the course of his Krishna-Bhakti never forgot the fact tht Krishna was bom tc 
one set of parents and belonged to another set of parents. Such transfer of parentage 
never vitiated His real nature. Krishna was born to Vasudeva - Vasudevaatmaja. He grew 
up as the younger brother of Balarama - Balarama anujam. Adi Shankara adopted a similar 
approach - "Vasudeva sutam devam kamsa chanoora mardanam, Devalc paramaanandam 
Krishnam vande jagatgurm". In fact, Dikshitar has coined a new name for Krishna - 
"Rowhineya anuja", Dikshitar adopted with modifications, many Namaavafe from The 
Krishna - Ashtottara. Please see Vasudevaja (for Vasudevaatmaja in the Ashtottara) and 
Balarama Anuja (for Balabhadra priya anuja). To Dikshitar, Krishna, with a complexion like 
a cloud "Neeia megha gab-am", praise should be only as the Eternal Truth - "stub paatram 
nityaananda kandam". Though Krishna exhorted human beings to do their duty, He, by 
Divine grace, can remove the results of Karma, especially, that accumulated in prior births; 
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so, Dikshitar uses the express ion "Karma mochanam". This is His grace. Deliverance comes 
duly to, the Truth can be seen only by the blessed - "Yamaivaisha vivrunute tena labhyam". 
To the ignoramus, Angyanis, like the Gopis, Krishna appeared like the spring season of their 
lives - "Kapata Gopika Vasantam". Krishna was devoid of delusion or seff-conciousness 
"mamata rahitam"; compare this with the expression "Swagnyaana nivrutte" used for 
Dakshinamoorthy in another song, In a composition, Dikshitar uses three expressions 
"Madhava", -Satyabhama Dhava" and "Kamalesha" to describe Krishna. This is not a case of 
repetition - there is no pownaruktya dosha. This is to be interpreted as the influence of 
Vaishnavaite doctrines on Dikshitar. Vaishnavism ascribes three consorts to Vishnu — Shri 
Devi, Bhoo Devi and Neela Devi. In the same Kriti Dikshitar states that the prime objective 
of Krishna's movement from Mathura to Gokula was to facilitate the ultimate destruction of 
Kamsa - to do Dushta Nigraha and facilitate Shlsta Paripalana - "Gokula pravesham Kamsa 
bhanjanam bhakta ranjanam". All these lofty thoughts of Dikshitar are found in a Kriti in 
Raga Gopikavasanta. Scholars call this a unique composition, as it is in time-span, a Trikala 
concept. The past, the Eternal is seen as "Nityananda", the future is seen in Kamsa-Harana; 
the present is seen in Dikshitars adoration of the child Balakrishna. This is Dikshitar's 
tribute to the Bhoota-Bhavya-Bhavat Prabhu. The composition is "Balakrishnam Bhavayami" 
in Raga Gopikavasanta. 



BALAKRISHNAM BHAVAYAMI (GOPIKA VASANTAM ) 



Do not derate Balakrishna as a mere child. This is an appearance extra-ordinaire of the 
Truth - which has no end and is eternal. Balakrishna is Ananta. Many of us can recall a 
sniOKa on oaiaicnsnna - Karaaravinaena paaaaravinaam muKnaaravincte vtnrvesnayantam, 
vatasya patrasya pute shayaanam, baa lam Mukundam manasa smaraami". Dikshitar 
abridoes the first line of this shloka into one word "vanaiamukhaambuiapada sumate" In 
fact, the expression "sumate" means gnyaana - Roopi - showing duly, the Adwarbc 
influence on Dikshitar. Dikshitar calls Lord Krishna as "Sumati". In contrast, Tyagaraja calls 
himsetf as -Sumati- - "Sumati Tyagaraju keertana sukhama'. Which is the example of the 
adage "Vidya dadaatJ vinayam" ?. Krishna is the protector of the meek 'DeenaavarvT - 
Compare with the Christian prayer "Blessed are the meek - for they shall be comforted-. In 
the earlier Kriti, Dikshitar used the expression "Arjuna Saarathi". In another Kriti, he uses 
the phrase "Dhananjaya Saarathi". Krishna is the Maargadarshi of Nara (humans) shown in 
the form of Dhananjaya or Arjuna. He shows the path to be followed. After all, Dharma is 



following the path taken by great predecessors - "Maha janaha yeno gatah sa panlhaa:" In 
reality, Krishna is the Eternal, Indestructible Atman enshrined in and covered by the sheath 
called Manas. Krishna is the Royal Swan residing in the nine-gate city of the Kathopanishad 
- "Nava dwaare pure dehi, hamse loolaayate sati". Dikshitar states that he attains bliss 
from the presence of Krishna, in his mind - "Guruguhanaananda" compare this Purandara 
Dasa's, "Enna hrudaya kamaladolu odagi neneyu vante ninna mooruti enne rMso". Krishna's 
presence in Gokula is an illusion - "maayaamaya gokula vaasa". After all, He is Niranjana - 
without attributes - echoing the Adwaibc Upanishadic dictum, "Nishkalam nishkriyam 
shaantam niravadyam niranjanam". This song is the Paratva - prakatana, announcement of 
the Super-Divinity of Krishna whom, Dikshitar state as "Sri Hare". Compare this again with 

Purandaradasa's "Hariyalladu anyatra sarvottama paradevate Jagat", 

Partisans, chauvanists and parochial minded persons decry Dikshitar for not having 
composed in Ragas Harikhamboji and Karahapriya and for having adopted Venkatamakhin's 
Melakarta system. However such critics cannot state that Dikshitar was not familiar with the 
other system, as he has used expressions like Nata Bhairavi. Hemavati and Shooiini - which 
are Raga names of the Akalanka system. Similarly, it is totally erroneous to state that 
Dikshitar was not familiar with the Ragas Harikhamboji or Raga Karahapriya in a 
composition by Dikshitar in Raga Saindhavi. Similarly, we came across a positive passage of 
Raga Harikhamboji, in a Kriti on Krishna tuned to Raga Ishamanchari Listeners, please note 
that there are many similar musical passages in the compositions of Dikshitar and Tyagaraja 
like -Aajanrnamu dunrishaya" and »badari vanamoola". In the same manner, we have 
sim,larity in a passage of the Ishamanohari Kriti with a passage of a Tyagaraja Harikhamboji 
Kriti. Compare "Dhananjaya saaratbe' with "Manavini Baguga" Great men think alike. It Is 
fools like us who differ. 



ANANTA BALAKRISHNAM (ISHAMANOHARI) 



Time-constraint prohibits presentation and exposition of each and every composition on 
Krishna. "Balagopala" in Raga Bhairavi is a very popular Kriti, which we propose to skirt 
The Charana of this Kriti has two important features: 

i) Dushta-Nigraha is the main theme and an entire list of demons destroyed by the 
child, Balagopala is presented. As a child Krishna had to destroy a horde of Asuras - 
Putana, Aghaasura, Pralamba, Shakataasura, Dhenukaasura, Chanoora etc: The 
superhuman Balagopala only couid do it. 
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") Tn'S kriti has one of the two serf-references by Muttuswami Dikshitar - where he 
calls himself as Vainika - Gayaka - an instrumentalist and a vocalist too. Tyagaraja 
and Shyama Shastri were not instrumentalists, a point to note. 
We across the threshold of infancy and enter the Kowmara Parva, the childhood of Krishna. 
Three main incidents of that stage are : (1) Govardhana Achala Uddhara (2) Kalinga 
Mardana (3) Kamsa-Asura-Samhara Krishna taught rationalism to the Yadavas - to stop 
outmoded and purposeless worship of Indra and to worship nature in the form of the hill. 
Krishna is the protector-non pareil, who saved his community from the deluge caused by the 
wrath of Indra. This incident fascinated Dikshitar. In a composition he reiterates that the 
Naga-Dhara, He who held the Govardhana aloft, is "Anisha", is eternal. Dikshitar states that 
Krishna is the essence of the Govinda-Nama. If you do Bhaja-Govindam, you touch Krishna 
- "Govinda naama saram". Protection of the distressed is His intrinsic nature. In yonder 
days - He protected the elephant long, Gajendra. Krishna is revered by Shrva-Ganas - 
"Shiva ganaadi vishwasam". This shows the magnanimity, the broad mindedness of 
Dikshitar's outlook. Krishna brings joy to the heart of Subhramanya "Shri Guruguha 
manollasam". Krishna, is the theme that is Tike the Kalpaka-Vruksha to the minds of poets, 
the inspiration to intellectuals - "Kavi jana hrun mandaaram" - so says Dikshitar in a Kriti in 
Raga Hindola: 



GOVARDHANA GIREESHAM (HINDOLA) 



One peculiarity of Dikshitar's Krishna Anubhava is that there is no direct or indirect reference 
to the Kalinga Mardana incident. It is bereft of something like "amburuhodbhava 

Ranga". 

A special feature is the presence of a song on the joy, on the bliss attainable by the Japa of 
Krishna's name. All that Dikshitar seeks is Krishna's grace. Dikshitar describes Krishna as 
the moon which rose from the sea called Yadu-vamoha- "Yadava vamsha payonidhi 
Chandra". This Kriti has six of the twelve sacred names of Vishnu, the Dwadashanama, in it, 
which is a rarity indeed. Further, this Kriti is the classic example of Raga Gowlipantu, an 
Upanga Raga, without any trace of the Prati-Madhyama Swara. Originalry, Tyagaraja's three 
compositions were being rendered without the Prati-Madhyama but nowadays, this Swara 
has crept in. The credit or debit for the infusion of the Prati Madhyama in Raga Gowlipantu 
goes to the Shyama Shastri school only. The Dikshitar school firmly avoids the Prati 
Madhyama swara. 



KRISHNANANDA MUKUNDA (GOWLIPANTU) 



The Kriti "Muraharena Mukundena" has been set aside for rendition in Smt Purushottaman's 
concert. So we skip it in this presentation. For a perfect warrior, there should be a proper 
combination of physical prowess and intelligence, of brain and brawn. Dheera is one with 
courage - one who can face a very adverse situation. A Veera is one who as valour, who 
can physkaHy fight. A Yoddha, a competent warrior, is one who is both a Veera and a 
Dheera. To Dikshitar, Krishna was a Maha-Yoddha. In one Kriti, Dikshitar states that 
Krishna is "Dheera-Agranganya" and in another, He is "Veeram Guruguhopacharam". A 
person who killed dozens of Asuras, killed Kamsa, killed Sishupala - cannot be a second 
class warrior. This is a special portrayal of Krishna, by Dikshitar. Krishna is the brother of 
Neeiaambara, Parvati. Krishna is Shy a ma, Parvati is Shyamala. He b the ocean of mercy, 
"Karunya Sagara". He is by far more handsome than Manmatha - "Mara jaya sundaram". 
He has all virtues - "Sarasa Sugunaakara". He is the romantic king, the connossieur of 
beauty - "Shringara Shekara". We find all these facets in a beautiful composition in Raga 
Neelambari, composed by Muttuswami Dikshitar. 



NEELANGAM HARIM (NEELAMBARI) 



Amongst the Trinity of Kama tic music, Muttuswami Dikshitar was the most - travelled 
composer. He is the only composer who has visited centres of pilgrimage in all four states 
of peninsular India - Kerala, Kamataka, Andhra and Tamil Nadu. There is ample proof that 
he visited North Kanara or Uttara Kannada District One of his Kritis has been traced to a 
temple near Honavar, on the Honavar - Sagar Road, to a decrepit village in ruins called 
BommanahalH, on the banks of the river Sharavati. "Sharaavati tata vasrni hamsint, 
Saraswati vidhiyuvati samrakshatu maam". Dikshitar refers to a Teertha called "Gupta 
Ganga" in a Kriti in Raga Malavashri, which scholars identify with a Teertha at Gokarna. In 
fact there is a Kriti in Raga Saurashtra "Gokameshwara paalaya paahi maam" - but my view 
is that it does not relate to Gokarna but to the local Konkaneshwara temple at Tanjavur. 
Dikshitar visited several Krishna temples amongst which is the 7 th Century temple at 
Brindaaranya Kshetra, Tiruallikkeni, within the city of Chennai, where he gives Darshan in 
the form of Parthasarathi. Correctly, Dikshitar refers to only Rukmini as His consort, as that 



temple does not have Sathyabama. This is the first of the pilgrimage-compositions to be 
taken up in this presentation. 



SHRI PARTHASARATHI (SHUDDHA DHANYASHI) 



Guruvayoor, the hallowed Krishna temple in Kerala was also visited by Dikshitar and this 
Kriti is quite popular. Curiously, it deals with the imagery of the idol at Guruvayoor. Not 
everyone can be called Bhagavan or Bhagavatj. "Bhagavaan bhaga shabda atmakah shan 
lakshana muchyate". There must be six marks of identification for anyone to be described 
as Bhagavan or Bhagavatj - amongst which are that they should bear Shankha, Chakra, 
Khadga, Gada, Padma and Chintamani. These lakshanas are evident with the Moorti at 
Guruvayoor. These lakshanas can be seen with Devi at Kollur - She is Bhagavatj. Dikshitar 
saw the poomatva of Vishnu in the Krishna idol at Guruvayoor. 



SHRI KRISHNAM BHAJA (TODI) (in part) 



We now come to the five songs dedicated by Dikshitar to Lord Rajagopala of Dakshina 

Dwarakapuri, located on the bank of one of the branches of the Kaveri, better known 

nowadays as Mannargudi. This temple, though basically Sri-Vaishnavite, is jointly run by and 

common to followers of Adwaita and Vishishta-Adwaita, a fact cognised by Dikshitar, in his 

statement "Dakshina Dwarakapuri nilaya vtshishta-adwaita adwaita aalaya maam paalaya". 

Adwaita and Krishna- Bhakti are not opposed to each other, a fact inadequately realised by 

many of us. Great Adwaitic saints and scholars including Adi Shankara, Gaudapada, 

Lokeshwaracharya, Narayana Teertha, Sadashiva Brahma etc. were open devotees of 

Knsnna. we nave aoove an, tne aeciaraDon Dy tne great banyasi, Maanusuonana haraswan 

stating tnat ne Know no metapnysicai postuiation or tneory aoove mat or Knsnna. 

Vamshee vibhushita karat navaneeradhaabat 
Peetaambarat arunabimba phala adhara ashtaat 
Poomendu sundara mukhaat aravinda notraat 
Krishnaat param kimapi tatvam aham na jane 

Another passage of this song in Raga Saveri is equally interesting. Dikshitar sings "Naree 
vesha dhara vaama bhaga Shri Vidya Raja hare Muraare". The Alankara, the decorations of 
the Rajagopala moorrj can be modified very easily to portray him as Devi, including a parrot 



m the hand, as Shukha-Pani. When thinking of the ultimate, the Parabhraman, there is no 
sex-discrimination, no linga-bedha. The Moorti of Rajagopalaswami has a wry, enigmatic 
smite like the portrait of Monalisa. Scholars opine that the smile is one of condescension on 
the fools who think tht Devi demonstrates the Unity by a quick change of attire to take on a 
female form. Sri-Vidya in a formal manner. There are three Maargaas or paths in Shn 
Vldya - Kaadi, Saadi and Haadi Vldyas. There are twelve adopted the easiest way Kaadi 
Vldya, four adopted Saadi V.dya which is comparibvely tough and five adopted the most 
difficult Haadi vldya. Of all the twelve great Upaasakaas, Vishnu, who adopted Haadi Vldya, 
is considered best and rated on par with Devi. Vishnu supercedes Shiva. Hence, it .s w.th 
deep devotion and sincere fervour that Dikshitar addresses Knshna, as Rajagopaia, as the 
-King of Shri Vldya", as "Shri Vldya Raja". This is a very unique feature of Dikchitat-s 
Krishna - Anubhava. 



SHRI RAJAGOPALA (SAVERI) 



We have a very rare composition of Dikshitar in Raga jaganmohini, better known as Raga 
Jalaamava, the 38 th Melatarta Raga, where he addresses Rajagopaia as "Shri vldya 
Rajagopaia". A lofty philosophical passage is found in this song - "Jeevesha jaganmohini 
roopam nata gopam, shruta mandaaram datramsha swaroopa avataaram", Dhaata means 
Brahma. The word Brahman means the Ultimate Reality. Dhaatramsha means an amsha of 
the Brahman. Remember the Upanishadic dictum "amsho naanaavyapadeshat". The part 
belongs to the whole, the amsha to the pooma, Rajagopaia, the manifestation of the 
Brahman is a synthesis of jeeva, isha of the Jeevaatman and Paramaatmaan, which are one 
-jeevow brahmaiva naaparaha" and by Maya assumes an attractive form which entices the 
whole world - "jaganmohini roopam". Is there any further need to prove the genius of 
Dikshitar ? This is the Adwaita — Shikara, the pinnacle of Adwaita. 

There are some who win disagree, who wifl say "jeevesharu ondu embuva durvaadiya". 
Dikshitar saw the Brahman in Krishna. 



SHRI VIDYA RA3AGOPALAM (JAGANMOHINI) 



Another notable feature is like the Haridasas of Kamataka Dikshitar only portrayed the 
Krishna depicted in the Hari Vamsha; not the Krishna shown in Shrimad Bhagavata. There 



<3 ^ 



is no mention of Radha in the compositions of Dikshitar or that of the Haridasas. This is a 
common factor in their Krishna Anubhava. 



SANTANAGOPALA (KHAMAS) (CHARANA PART ONLY) 



The entire Krishna-Charitra, tJU the departure to Dwaraka, was enacted on the banks of the 
Yamuna. A Sanskrit poet wrote: 

"Nikateshu nishaamayaami nityam, nigamaantaihi adhunaapi mrugyamaanam 
Yamalaarjuna drushta baaJakefim, Yamuna saakshika yowvanam yuvaanam" 
The daughter of the Sun, "Vaaso hrutwa Dinakarasuta sannidhow" was the best but mute 
witness to most of the Krishna-Leelas. Dikshitar does not forget this aspect and has 
mentioned this in a song. 



NAN DAGO PA l_A MUKUNDA (YAMUNA KALYANI) 



Vishnuchitta, Soordas and Purandaradasa transformed themselves as yashoda and enjoyed 
every minor aspect of Krishna leela. So did the Tamil composer Venkata Kavi of Ootukaadu. 
Dikshitar did relish the LeeJa-vibhooti of Balakrishna - but as a slightly distant gnyana - 
oriented Bhakta. 

This is the land of Madhwacharya, of Ananda Teertha, who has written a treatise on Sri 
JayantJ Nimaya. Dikshitar composed a KfftL well suited for rendition on Sri Jayanthi. "Vande 
vrundaavana charam vallabhi jana vaUabham jayantj sambhavam daama vaijayanb 
vibhoosham- - so said a poet Dikshitar's perception and experience of Krishna was unique, 
as pointed out in detail. Dikshitar did agree with the statement of Kulashekara "Kim 
aushadaihi kfishya si moodha durmate, nivaamayam Krishna rasaayanam pita". - Krishna, to 
Dikshitar was bhava-harana, bhava-beshaja. The climax of Dikshitar's Krishna - Anubhava 
is his declaration of Krishna as Saarvabhowma. 



NANDAGOPALA MUKUNDA (YAMUNA KALYANI) 



May Krishna facilitate the Yogakshema of all who are assembled here, as He promised: 
"Yogakshemam Vahaamyaham". 
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LDrEjaeTTmyjjgjOTLb 

(i^rieffl <£6bujrTsxjfl unaLb) ^rrerTLb) 
ifft *8R JTt^t 3RT ifft tfhfit | 

CffifturTrfl «(T6DTl_rT) j£rT6TTLb) 

cliusq cTTTJ^ I 

ffonfe faft <rr3 t^w- ctt<e> erft ^t^m (ctt) 

7^ ^TTT TRtf^TcT ^Jorof^rft BTvjfTalaT (cTPJScf) 

5=®60rTffiLb 

Cu©rBi5rTQj60fl unaLb) 

sra?r aft?57zr r^ite ?rf^rt tt^ aj? merer i 

ffi©(2LDrrii«6TT 6iarT«CTi_ eunsnLi) <@©60OT(BQarTsxjr® Qj©^|Dgd. ^ld(T6d LDnrRjag^ajr 
XgLpeoaenrTeb «fnim66rxg6DLb «©6CDlj)il|L6ot ffirTLtfujerflffiigjDgd. uilildsdl rB^ojejr Suneb 
<&45«SLb ffi^QpaxjreOT ^eoflujrTffi efl© $©Li)U u>miLJT«r. -^Qjguacs gjSecoT (Bssdqj. 
(Bqjd nn®2> ! j£ <9f6u8«jT eftiLpeu <2&nuunuj-&fr2 ) Q&n\j&n <®6bsfi1^L±) ueajfljiiDrTarr efl(B 
6ia=6bgjLi) Qjy51uj)6b, iU(Lp86CT ZB^saecDuiiSleb §ranji^LDrT6OT i_|^rra6Tfl6CDi_(8uu 
saxjT«30TgljLi)urrsD^iL)Lb, <8a>m5liu©ii> uneroarfeDL nrfl^STTrr. @© aaflufleoT aeouSex 

<©arrn51r&j(S s>i_&a6S\^&(^w ^lueffleb <®ij«xjt(B ffi^murT^urFiJffierT £.6TT6TTrTrt. 
<£5600Tnijd6gi5Lb ^©XB^eor. 

U©LiDLD 6TO*^ni^6b UHLbQUrTd586TT <^SDI_ILJ 17^60. ^J,6DOT QU600T (26U|b£)J6CDLD. Q51(T5Ja 
(Bu#LI> f8«DLUJrTgJ. 6T6OT# $6HJT600TLDrTffif6 ffiajDUUHCB6i76ngJ. &mb y,e^lffi(gLb 
QjEUj6UrBJffi6tT QfljluSHTLUffirrUgSffi 6TOIJ6rc 611^8 XBIT6OT (Lp<5860TU_)Lb. 60^L£jBrrurTUJ60OTgD« 
j£©LD»6!T ^g(£5LDIT860lLJLb. £.LDnLD(BQfD6ro6UUIirTffi tfffijg £_6EDLg}|6a)£D ^Qj8GJTU-|LD #rT6OT. 

^euedl^CBLD 6r5snrurTLD86DTiL|Li). urT^rr^LurTetDLDiMLb 6U60orr&j(g^(S(fBL±). 

LDllCBSLD UrT60 (SQIJDpfiDLD. 6l51rHJffi Qu&lb £-6jT6TT£j: 2.0il©ffi@ d8SDL_lUrT£j. c9)6OTMffi(§ 

^©udlLLi) £.iL31rr^rT6OT. &.L-sbusb,£\ ^©j^rreo atgd <«H£otl) &ieoeo anwib 



QJSrTSBQJfiDrT - artnJ * ^& ^hjBSgo. &aq «cW*« OT «rg (S^rreb Sunt** 
sllldlj er^rpU). smiiu^* Linear. ^Unroi^ ^(Biue* a L 6n,Lb urT6b 
aidrumsoj maiib Giuxiuflfts airarAsto tfttorqua. fiflotbytf^Sr. 

ffi(Bi_rTUj£6yj^^6DT6Dfl6b: 




^rrojgj c^mrrQjffics ^ug. ^ug. erauurrsi ^sDojaSerr e.L.eowL.(B<Zu> 

^guuefila^icgj. CTsirffi ^iDuuLCBeireiTgj. MjfcGjjnAoj fLMifefi&fcb * ^e^ra ra^ 
erar* ^g^rrsLb ajmUlecra ill* «yJliMrti«T6b fi.^® im^rr© (B*cBLi> ^eb^o 
6T«r* Q^rreb^uuLiCBerTeTTgi. (tfUhftqp* iMvemCl ijMwo** ^ 

umjiMdnmrfr. u^g^u, rfoi®,4«Lb s^p^ld ^eeo OT66tusj 
^LDLDUjLDfTeir u©LbLDfflT LorreDtijutoeb rfoirr*iDfTQirr* dFrfuQjrreroLb QdFuJeagjSurTGb 
SfirrjDjDUJSrtlstfjDfti. □©lold^^ g^uga amusiebasrr QffifTaxjTL. (8*rrLL S DL_uj)«jT 

^©QP^SfiTTU UUUdl^LbLDLi) 6iDQJ©U^6D ffifiXJTLSUrt U6Dft. ^LD# UfTSOJ^eb ! 

*rf^>r ^7m^ ^jyfe^r ^m^m 1 1 

^ejTffiffiaxjT^jeb <8*mSujrir &s^i_ & «9K8fiKDmjir*iLiii) ^ebeoGun ! 
^rrnij«Lb (anuXZunsSl nrra>Lb) (uS\&nn dFrrg jsrTOTLb) 
(uebQDefll) 

(^SXJTrHJffiOT) fagj 3TST#7 3TSTfa ST#7 aj^RJ Erffe fojsi I 

uo^nJlojeDLiurrrT e_«trreDLDSDUj ^len^axn^GD sobrLCD* guurrrt. ujdpsdluj 
<SHi*iurTrt. uuLbQurT©86TT Gflluoj. ajQj^rru ^uniiffierflgjLb arraxiTcLpi^Li) ctotjd 

rBI±)lj1ffi6CDffilL|6CDLLU61jrT <$s,QjmT : 

f3rf?«W &n&tt5 3rrf%a^t foT^ ^jen i 



(g>fTGJTrTSJTjj.£& LD ILI LDITQJT UnUl3©LbLD. $&X @>frGS&u5\8D6Q. 6TOrH]&6bU#j£rT6b JjrTLD. Ljjftrfl 

^XB^rfliurrJ ##gj6urBJ£686rT cSi60Dfla6orBJ«6rrrTaffi 6isrT6obT(B ffi©6ip6DDT6OT ot€ot/d 

6TD(S)fiBTLDrTfiJT 6UL£QJLDrTd5E S^rT60T^tLI^|. dcjlr^loj ^o1l<r£J6 CT€DTpUD TTT&RfTm ^ ^ 
6T6DTg)JLb <9<QJ(BaJT 2.p^QLDrT(^la86TT <®Ll_«D# LD|D6UT^rT ! ((8ffi#rTff 61«rT6TT86TT) 

c^la^t?^ oldllQiqg^ ^aftFwf^l^ 3<rai<7l 3TRJH" 3Tf^T 
OI*>u<U Hld<rcJci I^ctJM Hr*$Ut\ ^9ll«J>fd <pc} cpUJ|<J4 oTTf: 

L5(SgD@. c$i,6CDLD. (8(£BLp6b . c^trfl <gJD6mTlLJ (ip6DTg)JU) (©JjrTLDgDUj. UrTLDffllLU. Ljl60Tg)]Lb 
<®JJTTLDgJ)lLJ, LlS^gDlLJ ffi£D$lL|Lb <S&fiDI2)6OT «©6!P6CDl8€DT 6U6DDTrHJffi(g^6DT(SiD66T. OTSJTUgj 

F? JJ7I7 ITC|%? 3TT7 dFlUM d|)R<*i JJcjp^ §fft I 

USR! tRrtftu^ ^ciaiaii^ fcjRd ^fi^T ^fef 3T^c? I 

^cT rfta §rfh ^rt sri^st uRT oT^§t ?7 I ) 

d^lrl 5§RT f^T^ ERuft era oT^oTT ^TT^ftf^T cocljg &&c! Q\n<*oi\ 
%?ra £cT 7£337 3RJ vj|d|c{)§T £7 3RT vj1d|c{l§T e£ 5RT o1d|c{l$T F7 I 
(*fcSRf £7T 7TC57 7^7 oRT Old|c{l$T £7 oRI vJldlc[l§T F?) 

tiHi^ Rtewo) dfciygd gn^r qcrsr ssfta sra; m^r 

(%sra ^tT crnra «q 3RT ^rt^st F7. oRi oP^st f>) 
T%cnf?T t1«§j7ut fc^gfrl OMod^j ^§ng^ iflfodfoi tjHkui 

^SRf £H 7m 3T7~R ^5RT oT3Tc«t§T F?. aRT 3RT^9T F?. 5P3 ^RT^TST F7, 3RJ bld^TST F7 
(%3RT £cT Srfr? ^RI 3m^t$T F7, 5RI oT^ST F*. 5RI 3T3T^T9T F?) 

f^R^fTT ^TR>£h^ ^Qvjlld. 7T^I F^f ^TfifcT 1$RRm | 

^>SRJ £TT QTfR 5RI oTHT^t§T 17, 5RI oH^ST 57, 5RI ^RT^ST F? I 

§Tft7 oRT u1dl41§T ?7, 3RI oRT^t^T £7) 
«ift vjiej^cj cjDdRcJ^dycJN 5gt)j 9jJ^, aRf7TT7 

^§Rf ^STfcTtr 7^7 ^RI ^RT^ST ?7, 3RT 3RT^tQT ?7. ^RI 3RT^t3T £7 I 
(^?Rf ^?TTraU 7^7 oRT 5RT^9T ?7, 3RI 3RT^t?T 

6ui_QLDrT|^lffi ffiefilQiurTttsQjrr ^ffrTQj^niinijffi86rTU un(BrHJffirT6b *©eip6CDT8€DT 

■•ffiffl_rT6U6b60U6DT" 6T6OTffi <3biJl5lLL|6iT6nnrr. DTT£>rT 6IT(2LD^fiD6DT ffi©GipaXJT86OT« «rT^)PFi)ffirT6b 
^I6U86DT U_|6UrT <9\6116rOG2&\lS\Q60 <SrT60DT(2urTLb. SD&&&6U.Un®). £8(8a=rT0TT^ 
<^QJ6rO«D#&86TTffi lil6DT6DT(SU <S1QJ86DT @© LL|6UrT6UrTffi arT«XJT(LpiJ2U_|Lb. liljDXB^ 

e_i_(2ajT. «9l6iJ^rTij^6DT c^,GfflrrurT6u^(260. ^^8LDrTgu€ajj^QJLDiLiLDrT€DT ^em-gj ifira 

biX)6Uef5U^6CD5& ^murT6DT ffi^6U^ffi(§ SIT11L. <91QJ6IT Q56U6£XJTU2UJ QJfiXJTffDTLD, LD6Dfl^6UUI6ULb 

QarraxjT(B. SdEAtf LDafiDiu iSljDlfegl. &&Jb£ w&qduj eai6rTrtxBSi. LDtPSeou i5)urTUJ^6b 

SLi)6TOQJ^Lb 61d=lLJgJ. £6rT6rflUJ6DT jf.6OT (LpiJ2 68J5^@|Li) jfiSJTp JBL-LD Q<yiUgJ. 



<SfijTID<SLDI£$ <$6TflrtLDaDtpiL51a5)©IB£l ^LD LD«a86TTffi ffin^ 6U6b606UGOT cSfcOirTedr. 

«©6yjsxjTfijflfflT urfteuj^GDs ^ ffraffinrir. crj^j g?r%cT cSTT rr^r. g^M^ 
CTarrp e.6CDiD^g]6rT6TTrTrt (tp#gj 6ro6um_[51 ^antfl^rt q^uj^ uesSsjr 

qiamiluicl g|HtUI§JJTT STrra^TfFT ^Mri & | 
5ftoT sfr?^ EfacTC QUiUH\<j\<r<i<t>-l ofljoiefej | 

6TOTU^(T(§Li) «^gJ)LD(2j£UJLDrTfiJT QJL.61LDrTLf51a>£6 ffiGfil6lUJrT©QJrr Um^lLlgj. 

@>enib AHi&w. njcLp86OTaa«Diriiil6b afflariuiTUiitj eft&saen a^oneansDoinen. 
a©6ipaxjTajflgjT i^ri qj urfl<yiu#6ED# 6p© um_6b ^Lp60LDrT« <^j]jluj6orTLb : 

(<9r&ffi(ipffirTrfO (©Uffi #rT6TTLi>) 
(6TOLDQj2g2 <3=ITSXJTLb) g^Rlf^ ^foTrf ^Rl^5d TT^^T | 

TOT §J£^ ^Tft 7THT dlRdcH 3?UT || 
«rT6OT(B(a3rr Q^^iDn&Qoi &&$uunn. Great men think alike. S3uj(B#qj6CDxju (BurT6b. 

&(to$\2><®lb. "(SffiffffiQJejT n5*$\Q&nQlDW" CT6ZJTU UrTlJ2UJ§J. ffiQJeoflffiffi^ 5 5« 6tflaj2UJLb. 

&&>&. urTLDrTQj^mj s©cip^)Gu^nrjr5Jffi@B6rr ^60 (ipaSujwnmr, Qu&niieben £.6tt6tt6dt. 
UrTLDrroj^rrxr^s) uaDrflajr g>Liq£gja><§Lb urflxB$60>xDa>cSLi) l516OT60t(Sjj effliSopOTrg)]*® 
^naxjrrTffi^ aiCTflffisuuiiLgj. c^tjELD xgGeu^eOT^gjffi® urTLDmjj6rjrjT^6b $XDXBj£ 
2.#rTrjaOTLi> efili5oj2«xjr PjrgSlSjg^mdT TTcf oft^S TiUmzi ffgTcETSl fadc^d 3TT 

ctsjtid Qj^sjTjEero^u U60IT <9ixtfsflfT. ffi©Qp«xir ^6D^rTir^6b Qjxrea L^Ltflujleb QjrrtpxB&J 

(SarTLjlaDaffiOT U60©Lb #rTgDS(BQJ <^£LD Xg(261J#6DTLb QdFUJgl 61UpU) (Bup QUjDiDOTrt. 

raSfl5)ffi (Lp«DjD«86TT 6UGn(36D<5=Lb urTumiLrrgi. "aaiGfil«GiffirT6iT6nrTLLJ Qj^xB^rr ot6Dt 
QurT6tT6nrTffi «©LDrr6Drjflffiffi(BLD. <^,sfilffi(2ffirTrir uxbp«6iarTLbL| xgeor ai6orT6b <9iji$leB<86D6OT 
ujrrarT. "otstt® &ei0. ffi<03Qj26rjoTg)jL_6dT @XD«BTL-XDffi ffi6DXB#«JTrt. ^©l uffid8in«Di_uj 
Sffimiluuft dFXTezBTfTffi$ 6T6otxd <5=rTnij*8uj#«D£ Qffujujsfil6b86D. iDns>&L_ xgujrTUJ#g]ffi<g 
Gdl6rraaLDrra QamSlLJlY s£\6nnii£ejin. C«D6U600T6u if^uSeb cfili5eaj260OT66r eui_<5860ujrT66T. 
GsmSlujit Q^6OTffi860UjrTrT). urTLDi51jjiT6OT "g£BLDrTL ®ffiurT6DDT, @ffiu^x8" ffirntsCBQjrrffi 
<®<I5XB#rTrt 6T6OTiDrT6b . adsopeansn UQ& urTrriurT un&&nQin& c@<t5XB#rrrt. 

®Q}6&6ip[Lljt ) $G0, ffi(£5^gj ®6UpUrT(B«6iT £.6TT6IT6OT. ^rflQ]Lb<F£$6b ffi©6ip6rjOTg)J<£(S 
<9leipi_ LDQfljlQjJlffiQT J5rT6DT (©©XB^^DTrT CTSJTffi £foXDUUllCBOT6ITgl. <@6UrT. (P3ffill5l60Dfl. 

rarTLbuoj^. em&ujn. 6ro^LuurTLDrr. gos^ld^), arrCTflxB^. u^xft. Ldl^xrrrefilxB^rT OTearueurt 
<9J,Qjrrrt. nrT^rT6CD6Uffi <sxril««efil6b860. 0fl)rfl#rT6ro LUtoJ QiDrflguLb^ea)^ (grLpeflujgj. 



r \ 

<9i6urt«6tT jjrT^rT€CD6uu (BurTjbjDLDfTilLrTrt u>id(B©© ^rrnrr . ^\nsb urr£Qlj&SD0 

effl6nnij^gDrT CT«JTU6Urt. ^ «©QJ2600T <9iQJ2(2LJT^girGD# JBrTLD(T6U6Tfllijl6b "(Bopm-op 

6TO£rf aDgoenXBrj^- 6T6otid njrriDLb £_6TT6rTgj. ffiSU6Dfl««^5«ffi§]. c$k£>rrjjrT sm^LDrreOT 
42|ld^) urr»6us^6b : 

6ULp«»LDrT« &*\U\mb eflll© <2Qj86D&6Tfl6D rT<BUULlU2©I£^ (BffirTL5l60)«S6rfl6DT &r5QDS> 
61<£FUJ6b . SDffi«6TT. &rT6Dffi6n. U_H76ajL±> - 6ULp«fB^6D^ aiJD<B61l Q5lL(B 
ffi©6ipSXJT60fl60r Un^ ^60^60)^ (8#ip 6Ug>&SJ\ Uffi6UrT8€DT c^i6CDl_rB^L5l6DT6OTrt 

a=Lb6nrTrr^gdffi(g ^©LDLjQj^rT ? ffrT6iu$n(2LD. 

H ^ol^iqcfcl 6T6OTefll6b60LUrT ? (B«rTl5)fiDffi«6TT. •'<$J ) 6CbTl_rTUj 2_60T<£ ffirTfiXJTUCB^rTft 
^)©(86TT6DTa a)©©^(BUJ6b (2qJSXJT(SL6DT (Lp6DT6UrTLpffi6CDffi Q5l6COT600r6UrT a«XJT6COT(SaJT 

■6T«jTa 6i«rTaxjTi_sjTrT. <®6tD#. ^©6ijrTnijffiffi &60ibu8>&$GQ : j£ri <® ©as LDLLDrHJsscuSrr. 

$6Tfl&6TT #fTLl51©ffi« LDgJffiH6lLD6DrTLD j6«D{DI5$©ffiai LDL.QJ6DT6DT (LpSTTgJTLD 
lBaD0lJjnuJ©dBaQjaDnUJrTLD6b UJrT6Dfl<I5«<SgJLb 6T60T 61JB(gb*LD606D Q^n© 6JJ(g53=LDiDiD 
gj8a»Tlijl6086D 6TffTTgD#{T#$(2fiD(B gfTgdSflllL LilOTtP LUrrrfll_#gj £.6CDn61^lLJ J £rTp(8QJ6OT 

^ri <®©&<sld ldsdjdclp^qj (B#i_rfluj $©Qj0niJSLb Qjeurnj^CSLU $©#gjLpmLi«rf)6b 
e61©Lbi5(Bi]j Qarr© J©ldl5I qj©j£6i516OTX[51(2iu &rTrfl©a5<§Li> (Lpgso LDGort 

LDl_XB6CD^U_|SDJD LDrTrtUl51(260. QUrflUJ <2^fT6Tfl(260. LDUjnij^ ^6OTl4fD (LpiiJ6b^. CT«JT8eOTlL|Lb 
LD.'DXBgd. ^6DT60TlLJLb LDjDI3#<8j£ 

6T60Tp QQJ(§ <9\[£fbn& UrTl_UULl(B6rT6fTgj|, L5l6n86TIQLI(2iLX)rT6TT 6BlLirHJ«njjrT6b. 
«nLlL_LDrT« . QJ<0jjj#LDrTd6 QJJBgJ QaruSllLirt ffi<t56ap6COT«rf)l_Lb (S6U60bTip«JTIT : 

(<9!)6DTJB^6CDUIiefi1) #rT6TTLb) 

OfI«XJTnijffi6TT) ^Iciolfc 7pG?7 Tja£|o1o1 %ft diluin I 

6pQj(26UfT© (2<£nL51lL|Li) &$$6ipGXnsn ^6DT«@UDll(BGLD 616TDrTX6^Lb 6T6DTf561£6rT6CbTl_6DTft 

(QeronnLiui nrTSLi)) (<$fc$ #rT6TTi±0 
7TT77TT$f ZJoJtJog 3ftcE^ 3^ ^ToTTgrJoJ 3^35% 7T 7T ' s ^^ 

efl(B«86n efiln© ^6DT6Dfli_Lb (B^rtjB* (2sm5l6CD««gr5ffi(S «d56yj60DT6DT @60^rrLDLb 
£-«D]Dj£giJLi) ^6urra6ir $<t5i_bLj<5 : 6i<5 : 6b6D LDp^gjefiluajrrt. 



3TT?ITT^ M^^fturt Hlfgfcaft 3WfffW |J& || 

«©opsxjt86dtu QUjDjD 6\*6nun&&\u2,£>n(X) znii&gisa® jgari [un^ib «@6b860 ctsjt 
<3«mjlen>*u_irT a>rtQ](y>jDjD«rTrT. -©aD^s secbTL a©op60OT6OT. sriojunijaLb otsttid 
LSlfj6rorr^Lb <SH6Tfl£5& <9i6ijefi)L#$<t5l5£J LD6CDjDXB^rr6DT. 

0"?rnTRT g^TT^I rrt^H7£fhnH erajrp ^ld^ unseats) ^jDuuncBetrengj. 

(S«rTljlOTa«6rfl6bS©^.^«(I5QP6DDTffi(S LiJIaSQJLb UrfllJJLDrT6DT61l6DT 6T6DTp ^ ff,^ 

Q5=rT6b^(jT3rt : 

TT^fem 3TTcJKI ^t?T ^KI: TTTTT^TFg Hlfacblfe ^c^^lad : 

urr«oj^6b <9i[j# 6fl(8*Qjj (gsmjlitf an auiurt SajDUULsflsbSeo. 

<3!>r£$IJ JBmiij26b (B#rTfiJTjtf) Qji_iErT(B Q^ejTjDQJiT iD&nan 6U6b60urTa=rTrtiurT. trnii&u. 
unLDngura LDtfrrija&TT (y^aDUJiurrs ^uq&^&nenenn^. LDrT^ojrflsir s>QSQ}s,Qins>s>ea)s, 

<^iD(S6U LDp^gJ. MgJgDLDUJrTOTGI^rT© 6r6)##rTtf2jLi) QdFlLJ#(3# 5T^rT56CDQJ^Lj). 

&&2>n&&j)6iig ) g>$&) ©najr. ariLD LDrrrt«ffirBJffi@5ffi(§ <Su>6DrTfi> u&$ wnn&s^GDs>m 
cSajDuui_(B6i76r7gj. 6TO<s<Sa©urT6rD86orujrT6b 6rorr<3a42rT^ffirTULi> &gz>i_8 >( g ) w. 

QJ606DU©«(S UJUU©LDLDLi) ^©QP6DOTLDIIJ(2LD. ^QJ6OTS6TT (Bffim5)«DSS86TTU QUHGO. 

(SffirTLSlsDaaggrr eromuraiuu). ffia^ojLb efl<o>LbMLi> (y^a^ffiserTrTss aecbrLrrrr. 
aiQjrTffirTeo^eb <FrT<ror<?i_6rT. aaSlnUs iBrT(B«6rfl6b ^©rEJsrTxr uerorrgjjuajLb 
aturr^LDfTajr <SH6rTQjd5<§a= 9a=6bTitf©ii>#rT6b. QjebeouQjrt #rT$<o>#5>Li> gia^rm. 
^©eipaOTOTT. nrTLDguffi® rri_rrffi(B6urT. ©LD6DrT«(26urT ®<®&&Qq}6ojt(Bu> ^ebeoenn ? 
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arr^jLDrrp (BurrJ^rrrir. unsoj^^eb u©uiiJ6n51ujrT«a cg^s g>© SamileroaeroLu 
un^an. ai6b60gj urT^rTQjrTffiffi ffiaxjTi_rTrt. ^sueor 6r6^mrrTLi) ereon©**) ^qj8«jt 
unSstfiLimi) erajT©*. ojebeou iDrTrta>#«D# ffieDLiili^js 6rtrrT#rT6ro. Q&roi&nm). 
IBrTirrTiijaxjT^rTetD Qunenp &6ijiL-rnii &e£\&en tjns>n&<®6ijiaxT ua^emiuij unoi& 
euruj&snn. oiL&n&L.ni}<g,u> <^FHja> Qjrejffi. saSlnijffi. arris L5)tf(B#dFni]ffi6rfl6b 
nn&n&qzosiGxiT (B«rTefll6ba(86TT £.6iT6TTSJT. ©SLrilaxjfl. 6ruj£LUurTLDrr60)6U<y £«£T(BQjrT 
^aDUjrTgj. ojrtffl y,Li51ajl6b urrGroneZ) erenp <®i_ii> tferrejfleb nn^rT (Bftefl eurTLp^rTen 
OTOTUgj ffirtaxjr UFLbuaDu. <®ei># £&iSi&®ii> QJeobrerorLb g?860«5= <SHQji*a>£[5Li), 
ItrTCBLrTgzu um_6oas5Li) err en an. QjebeourT nrT#rTQja>@ erorteu eruSnopLLDrTaxr 

6rD^[76DT6lLDrT6DT6CDiD ^QfjE^rTrt CT6DT(Q36D Li5l6CDaUUrT«rTgd. 

ffirT6Du(BurTffi^6b xrrT^rT^oeipecDr $nij<8 Qjenri^gj. aaSlrnja <2>5>#sbQS5>& &nnn5> 
88uj (2^6ijrt. &S, <&an6tilE>£>w 6tqjtjd &n£60 ®\ujbtf\, #&ib ^umld Q&ipg, ^s,s>nn. 

(llJ(LpfiD ffi6bHJrT6DDfl) C<9U9 ^fTGITLij) 



^f^T xTcT^ irf^T ^75oT ITf^<T g^T f^ltcTQTToft 

fVi^fd coi^Ri ^Tirf^ ^mf^ ?ira#r tt4 

^ JTf^TTT 5^ 3T^H cfc$Tq- cfcfaS 

a<^iq<ri fa Rioi nf^ici Rddlcj sjsnfir ZfQRgq II 

ffXB^SJTLD l^J. QUfT6OT6DfljD cSkfiDL <9)«XJflXE# H^rT. 2.USDCBLD (S&nLflGDUJ<56rfl6DT JB(B(86U 
$6D«LD (BurT6D (S#rTJDJDLD6Tfl£j5rT66T. c^iQJGfflLLD (B^ITJB^ <$©Q£ffiOT€0fl6OT GfilCBffQP (2lBrTffi(S 

urr^nefilaiT una) #rT60T. 6J© tfrTOT <9)qj6tt <^d5udlL_^ea>^^ (B.®g2<y Q<5=66T(fD€DT. 

Cu5\&n LDrTSOTL nrTSLb) ^(T6TTLD) 
3fTaTT ITtft arfcRTST Jf f^RfM I if eft ^1 3Rft c^TK3T ^ ITT^t I 

g>^ci wi cDrrfon 3ttjtt ' 33x77 3ffiraT arrft 1 

arTOT7T^(rr366r. nrr^rr^syjeipaxjT 6roLbeurT^Lb g>© <^«D6iJUjrT«jT aiii_Lb : 



(LD^lULDrTQJjS JjrTSLb) (ffiSXJTL <yrTL| ^rT6TTLb) 
^0T *H^Hd||fHafl TT&cT *.Jd|fl)| WZKlfo HJOT c?5*rej U^M^J | 

Tien m«fknii«nejdi c32it irgimgrayNH i Rgzn^nm aft 



ffcT O (7^1 d ft 6 TTf^fcoT cpOTT ^lf?cT T^f^T flic! SrRTCPnoItfQ Tf^cT I 

.&QJ6U6TTQJ <S)6DT(2UJrT6DTlJJLDrT^U U^pfSuj $©aj2 6007607. (8ffiQ51UJrT6DT £$© 6U<y607£,6CD# 

Q<yrT6bo51edl(B^(©sjT. <Bj£gD6b $607rrijQ&r76Db7i_ nn&n. <9\6u2£n &gtf\&<2>& effliiCB (Beurfli_Lb 
TT^n^ETv gen nef? wf5r, g^fcr ift^r cigt 

xjfrld ^T^JoT ^f^T cbUtH, QhIh OTTTT^ 
7T7> ^nift^ Qf^d QHI^H, I 



in&i£>Si} uns>6as>s>€0)S> jBrTjjrTiU60ofuj#$6b j5(LpGfiluj (2LD6bL4ffignrr ib nun iLisxjT uiiLrT^rfl 
<S)6urra6iT jjrT^rr efleyjiu^eb ldiKBld (Beup GfilffiLDnaju unLPgDrr- 
TTenfir tri orra^ ^stth *ratX 3TtcT froi ^fta ^%to^ 1 

^cJla^l^iej 3Tcft cTOT 7T? 3^7 fai?T7 ^Tft II 

(BarTdlffin srioj urniffiLb 615=iuuj £8©6tf600T6OT LDSDjDIBi&rTrT. &&xn8xn8an&> «n^)gj (S^gziu 
g86DTUj (BffirTL3l6CDffiUjrr jjn&nefti-ib euxBgl ©.yrTjB^sjw. ^rHjaor £>rTunija86TTffi flbjtf, 
dFjtXSjD atp^eb aietDLiu nrT#rTGfilL.ii> £©6ip«3DT6Dfl66T (S^SffU-irHjagena ^pump 

(ffi6bujrT6njfl nrraLb) (u51*u ffrTU, #rT6TTLb) 
Cu6b6oefil) mzRi intra % 7Tej, ^to ^to intra I ttci ! 

(<9lgllU6b6D6fl) 3fcT: 37% c&TO 8ft JTtJTI^T 3T3TW 

3 ^ra^HlxJd 3 if^Hc{d ft^ci^5TT7RM?nef^Tf%7T^feT^R- || (cJ5TO) 
#«jfM©rf>S>inT#rT <®60fl«DLD«DiiJffi &n®)gd ^uj©ibjDrT6TT. <SHajg[5«Di_iLi efiU@iD5.num 

□1lJff6KJTI_LDrT<!fiUJgJ. UfiDLpUJ jg8«JT6H<56TT <9i86DUrTUjl5#6DT. 

7lt% | W®1 TO^T 3^T7, 7TO TOT 7f? *Tc?^ TOT7«J SnraTOT TTf^T?^ 

OT6OTp 6TO^®6Tfll_Lb L)60LDlilgJ)6tT. "OT£5ffirT6D#$@}|Lb LDJD<26U(S«jr <®60fl XBrTSJT 

6T6OT <^i(Lp5rT6TT. nrT^nefilajT ffiiT60^(B60 "c^iraffi6TT (BU6TT ignijffiss L5l6n5l6orr^ <2>g>n<®<3>g). 
□©nijarT^. goi (B«6rfl J$ujrT<§(2# 6tD6urTu51; ldjb^ LDndj^Lb ujBgj ldcbcSB LDnOSjS 

6TOCJrTLtf. LDrTHI_m_ Unnffi^CBgD LDn IJLD600T(2«JT" 6T6DTID UrTll® (@6b6DrT5j£rT6b. c©i(Si5 

«artto<y)ex>i-UJ S>© <9iapi_u$6CDiLJLj um^gDen o°. 

OrT6DTL_rT unfBLb) ^n6nLb) 

oZTToS finTO flTc^T 3Rc5TTO WcfZlfcf Hel«y<-i41< 

intra TOffe raf3rra muf&i arraroT fcto cto ttut ttt ra^ era <fcn ?Tm i 

erotfffiCTT 6tej0UJ atp^eb (Burrow xgeurnjeocrLi) <^6iflaffiGfil6b86D. un^n (S^efilsDUJ 
u60Q51^LDrT« »uj(B^Qjrt ##$rfl##6JT6nrTrt. efi1n(8QiDrT^ffiaxjTU2S. seringa. aD^edTiu 
pmutfsafltib ^urHjaerfleb nrr^rTerooja arTeooreonLb <Bqj86tt& @a>jDajrra> sffl^uxra 
6flQjrflffiffi(ipmujrTgj. 6ro^6iiurT<t5^. nrT^necDQJ a>exjrexjT8«JT£. (2^U2^ Qepeb^iLDnp 
s.u®^^rT6TT. iBniu«6CD6DT^ Q^U2* Q^6b®iLi)lBrTUJ^ ^ii5l6TDrTrflffirT cSteurTQT.iin^neDQj 
^LSlerorTrflffirrQjrT* Qiitaofyfcft unil© L|»^«DUM»T«ll) : 

(lLI(LpfiD ffi6DUJrT60Dfl HfTfBLb) (<%^ 5>rT6TTLb) 



r ?f^ ?rft ^Tct 3rfira^ v&a ^R. I 

eft? Tfifft ^ig^T cfft ^TrfrT cf^ qalHicO 
3M tffa TOttf? TT^ST xI3JcT <3>? ^3T§TToft (7T&) 

^©QP60OT6DT lU(ip8OT£gd«DIDUfl©|6rT6IT 6U«JT^6b COTOTITSJT 6TSJTJD Q^UJ^aDllJ* 

6^rT6ba51 cSiQjgeDT* a*er,iDeDL_<8aJ ©6uott(B<8<©6tt §>© emS. ldjd®©©^ 

(flftfcai SDunefil urTfibLb) (<Sfc$ ^rrenii)) 

regflr ftfr aft ^Qi w«d wwf aw ? nqft Q««dfj i 

Haft Qhm i Qi BwPui iMi , 3*13 qww»cw»i (aw) 

uiil^i (BurrgjLD. <®iitf& iSrtljfeft jB8eD6D)ttJ LoSeoiurren gmdu^s) Gmmi&fw uaxHassLb 
6T6DTurrrr<56iT. SfidrCDTL^b ^UiDfTsGQJ "*ffl>ri- a0D«*«*«* essLrr 2L«*t(B 
LD60*«r *««rr CTdrumtedr. UHWUHDnjU *©6«p«»T«r faunae iogffl)^!*®* 
«9fcaMiao *D*axl> 6W. **rT**6n ILUDUU d®. «|^fl«)Atf* 

nursery sreDTurrrr**!. nrT*rrdU*r (BsrruLb itfemMS B**Hlun*SW&. *©ap«DT«r 
^QjerflLLb -«W)rt a«i860uSKtojin^Iin<?»JBiT«i aw*©UIte siurr^&ojBnrK^ 
! nrrtfc, ! <y>S>ii> <8 4 *an$l 0** 1 !" ^«>™<2*™> ©U^D^fflUCB 

6rorTQjrT6onijffi©6a)^ujrTffi 0iT0n ffi<o>6ipOTTajfli_ii> Qj^neiT 

(gUDLBii a,bbujrT6Dofl) (u5l*ff 
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61^60TgDll(B«(S 6UJB#gd. fg<I56ap60OT<B^63JDTTllJrfl6OT LD860T6fi)ffi6Tfi6b «Q51rHJ« 0>mLSD\-& 

($© LDQfl5lojfl (&Ban6&^,s>s>GDS>& 6\&n€annE>g>n6n. u$<B60TLprTLb 

^niH!Q6Xnfi&) 61£6DTfiDLl£6b Q}n\£J5& XBrTHnUJ60DT $it$gM&b, (2LD6bl4£§fTft UllLIT^rfl 

(Surra7TjD6urt<£6tT tjn&n Qs>6£\sd\u QUL\8>6\&nexsr(B s>nii&en g»n6bs6rfl6b <^6u@5ffi<s 

<#JDUL51l_Lb <9)6Tfl&£60Trt. (@6UrTffiS5ffi@ (LpsjTLJ U$XBfT6DT«rTLb gifTJD(03«XJTlJ26b 6UrTLpji^ 

etila^ffiefi) (Bsu^rTjB^rT<3FrTrfliLirTrT, nrT&rraDQjffi @ji51ffiasfll6b860. .uiSld^. urTSQJ£4>6CD££ 
#(Lp6tfl(BUJ pflWWftj ^ feTTc^ Ifftl^oTOI 3R^ ^oOTT ^axpoftft ^ fd la t<l I <rdj 

GfTg: 6T6OTP B.6DJD^0. «9<IB# UrfllULDITfiJT Sj&fiffl, <91#rTQJ&l "<9lLb(86ro (B^QJlLirT" 

CTSJT.yQffrTebQS nrT#rTGDQj« <sn5)uL5lL_rTLD6b <@©ib^rTrt. u$s)(fl3Lb g>n|b©6ccTLP6b 

6fl6nnij^UJ LD6DOT6UfT6DT LDfT(ip60flffi6rT "7T8T TTj-T Tf^TcT 5><JST"*i HwWWIwfli" 6T fiJTUU[7IJ2 

nrT^rT60)Qj 6TD6fl£Brfl^rTrir. u& eDQjQpeOTQj 61#66t&86D 6TDLbiiljj^rriULb nrT#rT<8#Gffl«DiLi 

6hD6fl«rfl^gJ6rT6rTgJ 6T«JTUgJ ffaJD (BQJ6DbTU2lU GfilQJJUJLi). DTT^rT^©QP«XJT86DT 6iOLDrfl##rT6D 
£B 6060®^ XBl_£B(©l_b 6T6DTU$6b EBlULl5l6b860. 

Onemi)) ?nflcTTO^Rl* WHIM. *MH *TW|<wiim I 



Quiurr emfybeaOnn. &tiun&BB&a&* a>6biS&$QJ<8irn ojebojun^rTrfliurT aiebeo. 

U^Q6DTL1@ L40rT€DDTrHJffi6Tfl6b g?6OT(Q36OT U©LDLDaDaJQJrT## Lpiran$$ * P«l ^©QPSXJT 
6686DS86TTU UJDilJl ®© U<$ JlL|6i76TTg| nrT#rT6£l€DT 61UlL]©Lb 8^TOT0. <9t>5j6DrT6D 
UrT^rT^d56ijJ6DlJT £.UrT6TO860Tffi@ 61USDUrT€DDT 6TO6ffffi©# ^6rT6TTgd CTSJTUgD^ a^UJQJLD. 

^jB# e-urT6iD8€DT6n)UJ 2.ffirfsfil^QJrt QjebGOuri. aieurr Jfi&T erodes© LD©#rTiB6b®fTfT 

Q51rBjffi(Bu^Li5l6b6orT u©LbLD#6a># «®QJC(il#Lb nrr#rTf8©6>j2«xJTgDffi e_urT6n5)ffiffi3> 
S^eDQJiun ? G^neiD <Bqj#86dt. lMqj. (Lp#a51iiJfiD sua Sena arrLii_(BQj«CT@LDrT? 
,@ffi(2ffi6iT6fil»@5«(S GflaDU - im^rT^tUGipeajT 2.urT6ro8sjT. ffiffif§uj#«D#. <£*#eDQj#«D# 
(BurT#a>£iD<Bs> gjyfliu. 6tilun&2>6n>& .©ebgeo 6t«jtu«d# aeaiajflffiffiajLb. rfla (8qjs> 
Qjrra*rT6OT "^t: 7^ fifa *T§OT - 2-SXJTfiDLD ©ot(8jd <9fc8or «totfl®lt ueo 

QjipQjrHjffirrenuj^ aeron-ecm - eredTUg] (SurreoSoj nrT^n <§©qp«xjt SLuneroSajT 
^ecDLDjBgiOTOTgj. IB Lb ain5l6£l6DT6CDLDiLirT6b. <SH©rT(OT2j#fiD6b cfHamagsnu iSlrfl£j&i 

(SLDffi^gi*(®Lb snjbpAffiib. g>© ujDfiDQJffi(SLb atgi 6U^*@Lb ^©oja^Lb. 
LD6DDflffiSBffi(SLb (8ffirTrTffi<SLb gjT®iffi(gLb 6T6DT6OT e.jDGQjrT. <2H®s> Hrr^rT - ^©QflaXJT 
- <@QjrTffi@5£B@ : 



trra^ 5^35 xrf&i irfdr ^ ohi^m* Trf^r ttfit tttrj ^ 

erouerooj^ 6to(2ld# ^§]rt(ipa6OT. ^ eroQuJl^ jflS xgeurTgroajT. wn$<&&<§w un$iun@)&n 
S-LDrTLDSQiDffQjrieOT CTQjQ51^(2LDrT. <S\Qi6&s>(2>iDnns>n6Hib ^©GipecOTguLb. nn^n 6to(Bld^ 

CuSWw nJctPfiD «6buji7GXjfl) (<Sfc$ ^nerTLb) 

(aig)JU6b60Sfll) (SLDrTHrT, £66U## (BdFnjjrr 

u©lB^rTQJ6DT (SffirTGffljBtf (LpjjrKBu CnrT^rr) 

6UrT6TT(7 

<S«g--nrL5l5j (ipnerf arTaxjr efi)6orT6TurT 
456351 61 turr<Qj6urT 3Ta372tq" 27Tf§J: 6T6OTfij)rT. ^f^rTeugj urrQ5l6b &6QJ3& 

df=rt£B456CDIJU(BurT6b 6T66T(fl3rT. £8©63P«XJTeDT OT6DTiDLIfT6b (@6PTgT)lLb <!§>6Dfld5« DTTffirT 6T6DTJD 

dfrraaecD^ (SffrrffidBUUHLgj 6T6£rr(fl36b ffiurTdjjigjLb. 6urTiijuu6rfl^(2i5rT(i5dB(d5 xbgjtuJI aaiujl. 
tuneudSLD r&60<LpiD ®QJ6ubTi£456iffirT«xjT6 (©xfexBa^dfl iBeDJDQJaDLUJ 63S1(B48(2jD66t. 

tjo-Qoi trnjcfD gc&fTT cpcmo %fl«ioiaui TTSlftut 
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GAUDA PAPA KARIKA. 

- DR.V.V.SRIVATSA. 

Linda Pacta Karika", a name to conjure with, is reminiscent of the magnum 
opus by Gowdapada, lite preceploi <il Govinda Bhagavad Pada, whose 
disciple was \di Shankara. This article is not a synthesis of semantics; not a 
dissertation in metaphysics. The object is to highlight some forgotten 
musicological facets. 

• i iauda" ami Gowla are terms with id. ntical import. Muttuswami 
i ...-.hilar uses the won) ' t lowla ". Relercnc* » tuiuui in his Neeloipalamba 
\ ;nhakti Krins indicate that "G< win signifies a region in India, a territory. 
! ...-.hilar usi • the Lerms "Kashi Kannada Gowla 13e.sli.uli' and "Mava 
Malnva Gowla Deshaadi". However, in lit< rati ire and musicology. we 
fi •.jui'iulv come across the term ' Cauda' . Cauda was a region different from 
Ar.ga, Vanga and Kalinga. I hese were kingdoms or liofdoms, when our 
country was halkaniscd into 50 nations. Anga refers toAsstuu, and Kalinga to 
< Tissa and north-coastal Andhra Pradesh. Recall that Kalinga pa ma" is at 
the conlluence ol the Vamshadluira River with the Bav Of Bengal, near 
Srikakulam. Vanga" is Bengal- but covers the territory of Bangladesh and 
c« astal district*, like 24 Parganas and Midnapore. "Cauda" refers to the 
region covered by the districts ol Murshidabad, Maida, Birbhum, Bankura, 
Pun ilia and extends north-west pasi Asausol uplo the banks of the Damodar. 
■•Simha-Bhooiiii" or Singhhhum was the western limit of Gauda- Desha. 

Many Ragas refer i<> regions or kingdoms. Names of Ragas like Khamboji 
(from Kliamboja), Yamau-Kalyani (from Yemen), Gandltara-Pancltama (from 
' - mdhari). Sindhu-Bhairavi (from Kind). Saurashtra and Malavi (from 
Mahva) are suggestive of regions ivliere iUv.sk Ragas originated. Many Ragas 
carry the prefix 'Cauda' nr 'Caula' antl those are as follows:- 



01. 


CAUDA 




02. 


CAUDA- 


CANDHARI 


03. 


CAUDA - 


KA1SHIKA 


04. 


CAUDA - 


KAISI HKA - MADI IYAMA 


05. 


CAUDA - 


KRIYA 


06. 


CAUDA - 


KRITI 


07. 


GAl 'DA - 


MAI AVA 


08. 


CAUDA - 


PANCHAMA 


09. 


CAUDA - 


MALLARI 


10. 


CAUDA - 


SARANGA 


1 1. 


CJAUD1 - 


PANTU 


12. 


CAUDA - 


RAJA 


13. 


COWJ A 




14. 


COWLA - 


CH/NDRIKA 


15. 


GOWLA - 


CAN D MAR I 


16. 


COWLA - 


PANTUVARAL1 


17. 


G( )WI.A - 


MALAVI 
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References to (lie Ragas Cauda, Cauda - Kaisliika, Cauda - Kaishika - 
Madhyama, Cauda - Krili and Gauda - Panchama are found in the Sangila 
Ratnakara. Narada's Sangita Makaranda riles Gauda only, while Ram - 
VlbodKa mentions Cauda - Kriya. One of the six primary Ragas cited in the 
Hamsa • Vilasa is Gauda - Malava. Brihad • dharrr" - ptirana refers to a Raga 
called Cauda - Raja. Cauda - Candhari is cited l>v Sri. C'.R. Srinivasa 
Aiyangar in his notes on the Raniayana. Many of these Ragas are ancient, 
Praachina Ragas. 

Copper plates found within the Titupati temple precincts carrying 
compositioni ofTalapakkam Annamacharyai refer to the Raga 'Gaudl Pantu'. 

Many alienations in nomenclature have taken place. Scholars have concluded 
that 'Cauda" is the earlier name for 'Cowla' and that •Cauda' and 'Gowia' Ol 
•Gaudi Pantu' and Cowli Panto' are indent iral. 

Ciowla a derivative of the present day I 5th MelakarlitH Kaga. is a Ghana - 
Raga. The unique feature of this R iga is the presence ■>( I ka ■ Sluvill 
Rishabha swara. of frequency 256/ 243. litis cltaracierisiic leatiire i-. nut 
[■Mind in all Ragas of this group, with similar names. 

We note, with interest, that there are Ragas named Cauda - Gandhari, 
Cauda - Panchama, Gauda - Kaishika and Gauda - Knishika - Madhyama. 
Maya - Malava - Gowia, as in vogue, permits usage only of the Dwl • Shmti 
RlHhabliu, of frequeitcy \oi 13. The arithmetical frequency ol Ekashmti 
Rishalilia is 1.0535 and Dwi - Shruti Rishahha is 1 0do7. We may surmise. 
Iiv conjecture that Cauda - Candhari admitted l-.ka - Shmti Rishahha Antara 
Gandhara anil Shudrlli" Madhyama. distinguishing it from i iowlu by the 
admittance ol the Gandhara Swara in the Arohana or ascending scale I he 
r.inission of the Dhaivata is the difference from Maya Malava Go« i.. ulda 
Panchama should he a scale skipping the Gandham and the Maillivruu.i 
Swaras in the- ascent. Ostensibly and obviously, the Raga Cauda - Knishika 

allowed (he KaishiUi Nishadn swara. Connoisseurs can recall mm it the 

Kaisltikl Nishada during the rendition of the Padoiii KuNal.ivaalv.hin. b>' 
Some senior artists. Such usaee was not unknown: it does render the t'l^a as 
a nltasltanga, bv infusion ol an extraneous Swara. Cam... • UuUiukti should 
have been a Hhashanga Raga. Cauda - Kaishika - Madhvama could have l>.-. mi 
a Raga skipping (he Paiu llama With the Kaishiki Nishada or a Raga Willi the 
reduced KnUhiki Nishada and the Cowli- 1 ivra Madhvama <>i lret|ue»n ' 
27 , 20. Note that the reduced Cowli Pantu has nuances ol the I ivia- 
Madhyama. 

Gowli • Pantu is one of the 28 Ragas common lo the composition "I the 
Karnatic Music Trinity. One vero-tious issue in respect of this Rag.- is the 
employment of the Prati - Madhyama Swara. As mentioned earlier, the 
Tivra - Madhyama may substitute the Shuddha Madhyama Swara, the 
frequencies heing 1.35 and 1.33. I.ogistically, there is no scope for the Prati 
Madhyama with frequency of 1.4062. Pristine versions of Diksltiini s 
composition "Krishnanda" and some versions of Tyagarnjn's " Pern reeyngn 
raadaa" used only the Tivra - Madhyama swara. 
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Later day compositions Padams and Javalis imbibed the Prati-Madhyama swara. Subbarama 
Dikshitar deems Gowli Pantu devoid of Prati-Madhyama swara. The scipcrimposition of the Prati- 
Madhyama in Gowli Pantu Raga is a case similar to the Kakali Nishada swara in Raga Khamas. 
Reference may be made to the anthology of Purandara Dasa's compositions (Udipi Edition, Vol. 
Ill, page 14) where there is specific reference to Raga Gowla - Pantuvarali. In this Raga, the 
Prati-Madhyama is used. There is no licence for performers to use Prati-Madhyama in Raga Gowli 
Pantu. The Prefix Gowla' or Gauda' does cannote identity of musical genre. Presently we find 
Gaula - Gandhari as a derivative of the 68th Mela, Jyotiswaroopini with the scale s-r-g-m-p- 

d-S S n d p m g r s. Seme render Gaula Panchama in the scale 

s-r-m-p-n-S Snpmgrsasa derivative of the 21st Mela, Keeravani. Gauda Sarang, 

popular in Hindustani Music, is a derivative of Raga Kalyani. Above all, we have Gauda - Mallar, 
famous for Muthiah Bhagavatar's "Saarasamukhi" as a derivative of Raga Shankarabharanam, with 

the scale s-r-m-p-d-S S-n-d-m-g-r-s. The prefix Gowla' or .Gauda' does not indicate 

commonality of Melakarta. 

We have Muttuswami Dikshitar's "Neelotpalamba Vibhakti" Kritis in nine Gowla Ragas. 
A similar example, to a lesser scale, is seen in Shahji's Pallaki Prabandha. Melakarta classification 
apart, there is no common feature in the swara-scales of these Gowla Ragas. Scholars opine 
that terms like "Dhanyasi", "Saveri" and "Mukhari" signify swara scales. "Dhanyasi" indicates 
s-g-m-p-n-S in the Arohana and "Saveri" s-r-m-p-d-S in the ascent. There is no tangible resolution 
to the scale - significance of the term Gauda' or Gowla'. 

Lastly, we must examine the Raga Gauda - Malava. Hamsa-Vilasa is a work which originated 
in the 1 8th century and mentions this as one of the six primary Ragas. Is Gauda-Malava identical 
with Malava - Gaula? Added to this, is the riddle as to when Malava - Gowla became Maya 
- Malava - Gowla. 

Thus, Gauda - Pada - Karika', the object of usage of the word Gauda' is food for thought 
and matter for research. 
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RAGALAKSHANA IN KARNATIC MUSIC: 
RAGAVARGEEKARANA 

tIAGA MANOKARI 
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By 

V. V. SRIVATSA 



AEGIS: BHAKTA RASIKA RANJANI SABHA, 
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RAGALAKSHANA IN KARNATIC MUSIC : RAGAVARGEEKARANA 

RAGAMANOHARI 



INTRODUCTION 

After saluting Saraswati Devi, who symbolises all creativity 
and knowledge, we can observe that "Knowledge" is a term which 
defies description in a concise or capsulated manner. Knowledge 
Is three-fold, Samgnana (Inborn knowledge), VIgnana (Analytical 
Knowledge) and Pragnana (Practical knowledge) and the power 
to translate knowledge Into tangible terms is also three types- 
Sankalpa, Prakalpa and Upakalpa. Telepathy apart, transmission 
of knowledge Is by means of sounds and the knowledge of sounds, 
' Nada-Yoga' is said to lead us to bliss. Music is a culmination 
and combination of sounds in such a manner that audio-satisfaction 
and aesthetic pleasure are attained when and in listening. Human 
beings are endowed with the faculty to distinguish and discri- 
minate, called VIveka, while animals and reptiles merely react 
to sound. 

In Karnatic Music, the conceptual and theoretical aspects constitute 
"Lakshana" while the performing and pedagogic aspects come 
under "Lakshya". Equal Importance is accorded to both these 
aspects. It would be apt, on this occasion, if we examined 
both aspects. 

EVOLUTION OF RAGAS 

Audible sounds, Ahata Nada, were classified into twenty two groups 
called 'Shrutis', which word was derived from the root *Shru'- 
to hear. Kallinatha defined 'Shruti* as an audible sound, totally 
free from resonance and devoid of tonal characteristics. Abhinava- 
gupta calls a 'Swara' as the sound produced by striking a vibra- 
ting string at a point, or Sthana, which resonates and is sweet 
to the ear. Though both 'Shruti* and 'Swara' have finite positions 
in the audibility-range, the fundamental difference between the 
two appears to be the lack of resonance in the former. 
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"Which come first? The seed 
Chicken? Shruti or Swara . 

Sarngadeva states l 

Thls V erse affords ample ^^.^OSSS. T. S3 
stemmed from Shrutis. 1 J2-JSShlP between 'Shruti' and 'Swara 
occurence. The " of objects existing in darkness bV 

15 ^^/a itSf^ manifested by Shrutis, according 
means 01 a »»"h» 
to Kallinatha. 

^, a nleasinq sound, created and 
A Raga is a melodic Concept, a ^££23^ use of fundamental 
ornamented by the P^-^r called Swaras. The combinations 
musical notes, seven In number cal or deS cending order 

and permutations of Swaras, n as ^ meio(jies pleasant 

I and in regular or 1^ Pattys • P u llclty D f permutations 

to the ears called Ragas The the need for 

and combinations results m severa 
classification of Ragas. 
3 CLASSIFICATION OF RAGAS : RAGAVARGEEKARANA 

Parana the classification of Ragas of Karnatic music, 
KSStraJ methods : 

t j SWARA BASED CI ASS1FICATI0N 
u , AL APANA BASED CLASSIFICATION 
HI) OTHER CLASSIFICATION 

thereby totalling fourteen. 

a) SWARA BASED CLASSIFICATION 

Melekarta, Upana and Bhashanga Ragas 

| n Karnatic Music the Swaras Shad^ M 
chama (pa) fixed pitch* _ Swara s, 

ITS &. - twelve variable Swaras. 

^ comprising of three each, of : 
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- Rishabha (Ri) (Suddha, Chatushruti and Shadshruti) 

- Gandhara (Ga) (Suddha, Sadharana and Antara) 

- Dhaivata (Dha) (Suddha, Chatushruti and Shadshruti) 

- Nishada (Nl) (Sudha, Kaishikl and Kakali) 

If we examine the combination of Ri and Ga swaras, 
we can discern that theoretically speaking, nine 
combinations are not used on account of disharmonious 
and inequitable pitch-difference. The six combinations 
in vogue form the frame work of the cycles of Ragas 
called Melakarta Chakras. 

- In Melakarta Chakra No.1 the combination is Sudha 



Ri and Sudha Ga. 








- In Melakarta 


Chakra No. 2, 


the 


combination 


is 


Sudha Ri and Sadharana Ga. 








- In Melakarta 


Chakra No. 3, 


the 


combination 


is 


Suddha Ri and 


Antara Ga. 








- In Melakarta 


Chakra No. A, 


the 


combination 


is 


Chatushruti Ri 


and Sadharana 


Ga. 






- In Melakarta 


Chakra No. 5, 


the 


combination 


is 


Chatushruti Ri 


and Antara Ga. 








- in Melakarta 


Chakra No. 6, 


the 


combination 


is 


Shadshruti Ri 


and Antara Ga. 









We note, once again, that it is the Rishabha-Gandhara 
combination that is the basis for the Chakras A 
similar ex ere I -,e is then conducted with the combina- 
tion of Uhaivata (Dha) and Nishada (Ni), to form 
the constituent Ragas of each Chakra. 
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In Raga No.1 of each Chakra, the 

is Suddha Dha and Suddha Ni . 

In Raga No. 2 of each Chakra, the 

is Suddha Dha and Kalshiki Ni. 

In Raga No. 3 of each Chakra, the 

Is Suddha Dha and Kakali NI. 

In Raga No. A of each Chakra, the 

is Chatushruti Dha and Kalshiki Ni . 

In Raga No. 5 of each Chakra, the 

is Chatushruti Dha and Kaiknli Ni. 

In Raga No. 6 of each Chakra, the 

is Shadshruti Dha and Kakali Ni. 



combination 
combination 
combination 
combination 
combinat ion 
combination 



We thus have from the twelve variable Swaras, 
six Ragas In each cycle. If Suddha-Madhyama (Ma) 
Is added we have thirty-six Suddha-Madhyama or 
Poorvanga Ragas and if Prati-Madhyama is added, 
we get thirty six Prati-Madhyama or Uttaranga Ragas. 
Thus, we get seventy-two Melakarta Ragas. 

A Melakarta Raga is one in which all seven Swaras 
are present in the proper sequence both in the 
ascent (Arohana) and descent (Avarohana) of Swaras. 
An Upanga Raga is a subordinate derivation from 
the Melakartas Raga, in which the Swaras need 
not necessarily be In the same sequence as the 
Melakarata. In an Upanga Raga, all seven Swaras 
need not be present but the Swaras should be the 
same as In the parent-Melakarta Raga. A Bhashanga 
Raga is one in which a Swara extraneous to the 
Melakarta Is infused to impart melodic grace and 
list. 

Example : 

Melakarta Raga - Harikhambojl 
Upanga Raga - Khamas 

Bhashanga Raga - Khamboji 



Sampoorna and Varja Ragas 

A Sampoorna Raga is one in which all seven swaras 
are used In the Arohana and the Avarohana. Hence, 
there are per-se, Sampoorna Melakarta Ragas, 
Sampoorna Upanga Ragas and Sampoorna Bhashanga 
Ragas. 

A Varja Raga is one in which one or more of the 
Swaras are not used. If five swaras are present 
both in the Arohana and Avarohana it is an Audava 
Raga and if six, a Shadava Raga. In Varja Ragas, 



iv) 

v) 

vi) 



the classification based on the numbers of Swaras 
In the Arohana and Avarohana are as follows : 

Arohana Avarohana 

i) Sampoorna - Shadava 

II) Sampoorna - Audava 

iii) Audava - Sampoorna 

Shadava - Sampoorna 

Audava - Audava 

Audava - Shadava 

vii) Shadava - Audava 

viii) Shadava - Shadava 

Hi) Karma and Vakra Ragas 

If all the Swaras are in proper sequence ir . both 
th e Arohana and the Avarohana, it is Krama 
Rag^! If the sequence is irregular as result of a 
jump or a reversion in the swara-sequence it is 
•Vakra' Raga. If reversion takes place in both the 
Arcana and the Avarohana, it is an Ubhaya-Vakra 
Raga. 

Examples : 

Varka Raga - Khamas, Ananda Bhairavi 

Ubhaya Vakra Raga- Nilambari 

iv) Swarantya Ragas 

All Ragas need ' not necessarily commence at the lower 
TMadhya Sthayi) Shadja and end at the higher (Tara 
Sthayi) Shadja 

- Nishadantya Ragas are those which and at the 
Swara 'Ni 1 

Examples : Nadanamakriya . Punnagaraval i . 

- Dhaivatantya Ragas are those which end at the 
Swara 'Dha* 

Example : Kurunji. 

- Panchamantya Ragas arc Ragas which end at the 
Swara 'Pa' 

Example : Navro/c. 



6 



v) Swarabaddha Vargeekarana 

Ragas could be classified on the basis of commonality 
of Swaro(5 such as Graha, Nyasa, Jiva or Amsa Swaras. 
It would be too onerous to explain at this juncture, the 
function of each type of Swara referred to hereabove. 
However, we illustrate this classification by means of 
an example given hereunder : 

- Ragas with Rishabha (Ri) as Nyasa : Sahana, Kedaragowla. 

- Ragas with Gandhara (Ga) as Nyasa : Sankarabharanam , 
Yadukula-Khamboji. 

- Ragas with Madyama (Ma) as Nyasa : Natakurinji. 

- Ragas with Panchama (Pa) as Nyasa : Kalyani, Ananda 
Bhairavi . 

- Ragas with Dhaivata (Dha) as Nyasa : Khamboji Athana. 

- Ragas with Nishada (Ni) as Nyasa : Hamsadhvani. 

Similar classification can be done on the basis of Arsha, 
Amsa and Jiva Swaras. 

vi) Sancharabaddha Vargeekarana 

As stated earlier, the proper sequence of Swaras in Arohana 
and Avarohana results in a Krama-Raga. If Swaras have 
also to be rendered in the same, proper sequence, it 
is then called a Krama-Sanchara Raga. If however, the 
sequential order is altered to enhance the melodic content 
or 'Rakit*, In any Raga, such Ragas are not Krama-Sanchara 
Ragas. 

Eg. Pa Ni Sa Dha Pa in Raga Dhanyashi 
( Ni ommitted in the Avarohana ) 

vii) Swarakampana Vargeekarana 

The beauty of a Raga is enhanced mainly by the combination 
of the Swara with the Gamaka (elogation), as rendition 
of flat notes will be unmelodic. Ragas in which all Swaras 
can be sung with Kampita-Gamaka are called Muktaya or 
Sarvaswara Kampita Ragas and are also called Sarvaswara 
Gamaka Varika Ragas. 



Example : Mohanam, Todi, kalyani. 



Ragas in which there is inherent limitation In the use 
of the Gamaka are known as Ardha-Kampita Ragas, an 
example being Kuntalavarali . Ragas in which flat-notes 
can be sung without Gamaka, without diminishing the essence 
or beauty called 'Ragabhava' are called Kampa-Vihina 
Ragas, two examples being Kadanakutoohalam and 
Sindhuramakriya. 

vii) Swasthana Vishada Ragas 

In some Ragas the nuances will not emerge by mere swara- 
rendition, necessitating the presentation of Gamakas, fine- 
tuned Shrutis and the Rakti-Prayogas , only after presentation 
of which could the characteristics of a Raga be identified. 

Examples : Ahiri, Kanada, Begada, Saveri. 

However, in some Ragas, the characteristics become evident 
no sooner a particular Swara is sounded. Such Ragas are 
called Swasthana-Vishada Ragas. We can note that the Swaras 
•Ga' in Raga Mohana and 'Ni' in Raga Sriranjani result 
In these two Ragas being classified as Swasthana-Vishada 
Ragas. 

b) ALP AN A BASED CLASSIFICATIONS 

i) Ghana, Naya (Rakti) and Deshiya Ragas. 

- Ragas whose characteristics come out best when 
singing rhythmic patterns called 'Tanams' are 
called Ghana Ragas. 

Examole : Gowla, Varali, Reetigowla. 

ii) Ragas in which characteristics come out equally 
well by exposition called Alpana end by singing 
at 'Tanams' are called Naya or Rakti Ragas. 

Exarples Todi, Bhairavi, Kalyani, Khamboji, 
Sankarabharanam. 

Hi) Ragas In which the inherent beauty comes out only 
by means of a limited Alapana and In which there 
Is a touch of folk-music are called Deshiya Ragas. 

Examples : Jhenjhuti, Pharaz, Kanada, Bihag. 
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Vishada, Ardha Vishada and Alpa Ragas 

- Ragas which afford ample expositional scope by 
means of an Alopana are called Vishada Ragas. 

Examples : Saver i, Bhairavi, Sankarabharanam , 
Todi etc. 

- Ragas whose Alapanas have to be limited but 
in which the nuance is best brought out by a 
passage in medium-tempo, a Madhyama-Kala passage 
are known as Ardha-Vishada Ragas. 

Examples : Suratti, Mandhari. 

- Ragas whose Alapanas have to be very short 
are called Alpa Ragas. 

Example ! Garudadhvani , Kadanakutoohalam . 

There are some Ragas which are extremely difficult 
to portray by means of an Alapana. Such Ragas 
are best understood by means of the renditon of 
a composition or Kriti, some examples being Dilipaka, 
Devamrutavarshini and Sudhatarangini . 

SUDDHA, CHAYALAKA AND SANKEERNA RAGAS 

Matanga, the great musicologist and author of 
•Brlhaddeshi', propounded this classification by 
means of the observation : 

- Ragas in which the 'Komal 1 and 'Tivra' versions 
of any Swara will not have concurrent presence 
and in which no Swara will tend to show a Shrutl 
higher or lower than the normal level are called 

Sudd ha Ragas. 

Examples I Mayamalavagowla, Mohanam, 
Madhyamavati . 



- Ragas in whose rendition, traces or reflections 
of other Ragas are found are called 'Chayaloka' 
Ragas. 

Traces of Chakrawakam are seen v/hen rendering 
Sourashtram. 

Traces of Kalyani are seen when rendering 
Saranga. 

- Sankeerna or Mishra Ragas are those based on a 
•cocktail' concept, the mixture of two or more 
Ragas having been purposely done to increases 
the aesthetic content. 



Examples : 

- Traces of Sahana, Yadukula Khambojl and Kedara- 
gowla in Jujavanti. 

- Traces of Dhanyashi, Punnagavarali and Bhairavi 
in Ghanta. 

- Traces of Nata Bhairavi, Todi and Vakulabharanam 
in Ahiri. 



OTHER CLASSIFICATIONS 



GANA-KAl A (Best Suited Time) VARGEEKARANA 

Unlike other systems, Karnatic Music does not have 
restrictions of periods when Ragas could be rendered. 
However, the beauty of some Ragas comes out best 
at certain times. The classification of Ragas based 
on the best-suited expositional time Is known as 
Gana-Kala Vargeekarana. Some particulars, in this 
regard, are given hereunder : 



- Prabhat Ragas (Pre-Dawan) 

- Udaya Ragas (Sunrise) 

- Dinamana Ragas (Daytime) 



Bhopala, Bowli, Revagupti, 
Malayamarutam, Valaji and 
Deshakshi . 

Kedara, Bilahari. 

Saveri, Devamanohari , 
Dhanyashi, Asaveri . 
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- Uchhakala Ragas (Noon) 



Madhyamavati , Manirangu, 
Sri, Pushpalatika, 
Brindawana-Saranga . 

Mukhari, Begada. 



Charukeshi, MararanjanI . 

Hemavati, Vasantha, 
Kalyani . 

Poorvikalyani , Natakurinji, 
Bhairavl, Natabhalravi 



- Aparanna Ragas (Early 
Afternoon) 

- Paschadaparanna Ragas 
(Lato Afternoon) 

- God hull vBla Ragas 
(Pre-Sunset ) 

- Asthamana Ragas (Sunset) 

- Poorvaratri Ragas 
(Early Night) 

- Ardharatri Ragas (Midnight ) Kedaragowla, Nilambari. 

It is worthy of mention here that similar classification 
was in vogue in the Pann-System of Thevaram music, 
the groups being Pagalpann (Daytime), Irappan (Night) 
and Poduppan (All-time). 

Rasa-Bhava Vargeekarana 

Music being highly emotive, certain moods come to 
the fere when certain Ragas are rendered. A classi- 
fication based on moods produced is called Raga-Bhava 
Vargeekarana. 



Srinqara Rasa Ragas 
Veera Rasa Ragas 
Karuna Rasa Ragas 
Adbhuta Rasa Ragas 
Hasya Rasa Ragas 
Vibhatsa Rasa Ragas 
Roudra Rasa Ragas 
Shanta Rasa Ragas 



Sankarabharanam, Khamas, Suratti 
Nata, Gambeeranata, Devagandhari 
Sahana, Ahiri, Nadanamakriya 
Saranga, Bihag, Hamsanandl . 
Kuntalavarali, Vasantha 
Subhapantavarali 
Athana, Arabhi 
lama . 



Mitra-Pagas 

Ragavali-Krama Mitra Ragas 

in -i Ragaiiml ikil, the switch-over from ono Raga to 
mi K) I her i.huiilfl i"- nasy and nuisirnl cum aesthetic 
blending ol the Ragas should be achived. In such 
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cases, the Raga which follows is called a 'Mitra' Raga 
to the earlier one. Some well known sequences of Mitra 
Ragas are : 

- Harikhamboji - Shanmukhapr.ya - Kalyani 

- Begada - Mukhari - Mohanam 

Nama-Mitra Ragas 
Prasa-Mitra Ragas 

Ragas whose names start with the same syllable can be 
classified as 'Nama-Mitra' Ragas, rather 'Prasa-Mltra' 
Ragas. 

Examples: 

- Kokiladhwani , Kokilapriya, Kokilavarali , Kokilaravam 

- Punnagavarali , Punnagatodi, Punnagalal ita 

Anuprasa-Mitra Ragas 

Ragas whose names end with the same syllable can be 
classified into groups. This classification was in vogue 
centuries back. 

- GOWLA Group 

Gowla, Mayamalavagowla, Chhaya Gowla, Reetigowla, 
Kannada Gowla, Narayana Gowla, Kedaragowla, Poorvagowla 

Narireetigowl;i. 

- PRIYA Group 

Kokilapriya, Rudrapriya, Bhavapriya, Rishabhapriya, 
Karaharapriya, Natakapriya, Shanmukhapriya , Rasikapriya, 
Bhaskarapriya etc, . , 

- KMAMBOJI Group 

Harikhamboji, Khamboji, Yadukula Khamboji, Chanchukham- 
boji, Gumma khamboji, Kuntala Khamboji, Sajja Khamboji, 
Nee I a Khamboji. 

- VARAL1 Group 

Punnagavaraii , Vasantavarali , Pratapavarali , Mohanavarall , 
Jalavarali, Kuntalavarali , Poorva Varali, Shi vapantuvarali , 
Pantuvar.il i. Vara! i etc. 
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- KAN. I AMI Group 

Janaranijani, Sri Ran.jon.1, Megharanjani Shivaranjani , 
Ranjani, Karnaranjani , Guharanjani, NIranjani. 

- MANOHARI Group 

Deva Manohari, Kamala Manohari, ^'^rZ^ 'jalT- 
Manoharl, Madhava Manohari, Saraswat i M ^ari Jaya 
manohari, Budha Manohari, Rama Manohari, Manohari. 

These are the various systems of classifying Ragas. 
RAGA MANOHARI 

It would be evident by now that the topic titled "Ragamanohari" 

~s.- cZ^, "eTap.ures. T he ™ V ca, r ,en, 
* *u Mnr,Xh-,ri Raoas their aesthetic niveau, is such that 
they th ap e pea tr^he^Senlr. The sequence chosen He^abOV 
or thei "Manohari" Ragas is such that a string of Ragas a 
"Ragaratnamallka" is created, with adequate scope for biding 
the 9 Rasas and t he musical content ' J^^ial /Tom^rsily 
to S^y^-^jrr t 9 h e e n firs« Vaga, symbolises a generalised 
a collective obeissance to all celestial powers the ttavM, , after 
3 wh we shall pass through passages in Ragas dedicated to 
other D^ies like Kamala, Gouri, Shiva, Madhava Saraswati 
e ? to conclude with an unqualified Manohari Raga. This sequence 
has a lot of esoteric significance, which the cognlscent, can 
perceive without much ado. The reasons for naming a Raga after 
r particular Deity are perhaps, "P^hal Jf^'^ 
potential objection to this sequence of presentation s that the 
Melakarta sequence is not . adhered to. Pleasure, in listening 
precedes numerological exactitude. I submit. 

DEVAMANOHARI . \ >, \ r> , 

, c Hp^rrlhed bv the Sanglta Sampradaya Pradarshini 
TThadava Raq devoid of the G an dhara Swara and with 
"akr." degression characteristics In both the Arohana and 
the Avarohana "at the Swara "Dha". Regret fully there is a lack 
of unanimity on the swara structure of this Raga and four dif 
flrent view's prevail in various musicologlcal circles. These 
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views are summarised hereunder : 



View Arohana Avarohana 

View No.1 Sa, Ri , Ma, Pa, Dha, Nl, Sa Sa, Ni , Dha, Pa, 

Ma, Ri, Sa 

View No. 2 Sa, Ri , Ma, Pa, Dha, Ni, Sa Sa, Ni, Pa, Ma, 

Ri, Sa, 

View No. 3 Sa, Ri , Ma, Pa, Ni , Dha, Ni, Sa, Nl, Dha, Ni, Pa 
Sa Ma, Ri, Sa, 

View No. 4 Sa, Ri , Ma, Pa, Dha, Ni, pa, Sa, Ni, Dha, Ni, Pa 
Ma, Pa, Ni, Ni, Sa Ma, Ri , Sa. 

If Devamanohari is a Shadava Raga, acceptance of view No. 2 is 
precluded, as the Avarohana is Audava. The fourth view does 
not conform to the vakra structure generally accepted. The other 
views hold good. 

Extensive use of the Nyasa and Jiva Swara, the Nishada, in 
this Bhashanga Raga imports grace, lilt or "Ranjakatva" to 
this Raga. Since the shruti of this Nishada gets boosted a little 
beyond normal level, this becomes a Bhashanga Raga. It is 
the absence of the Gandhara Swara that distinguishes Deva- 

manohari from Durbar. Venkatai.iakhin has composed a Lakshya- 
Geeta in Dhruva-Roopaka Tala and Subbarama Dikshitar has contri- 
buted a sanchari in Mattya Tala. 

Another reason for choosing Devamanohari first is that the only 
varnam amongst the Manohari Ragas is in Devamanohari. Tyagara- 
jaswami has composed three kritis, "Kula Biradu Brochhukonnu" , 
"Kanna Tandri Napai" and the famous song "Evarikai Avataram". 



"Evarikaiyavataram" is a unique composition, belonging to the 
exclusive genre of a dozen. "Samaksha Prashna Kritid" composed 
by Tyagarajoswami . Particulars with respect to other songs 
are given in an annexure. Several beautiful and delectable phrases 
such as Epudaina, Maharaja, Vedavarneeyamow , Melmiyaga, Moda- 
sadhana, Patucharita and Muniraja embellish the sahltya of this 
song. "Modasadhana" means a paradise of joy, highly reminiscent 
of the Upanishadic term "Satchitananda" . "Patucharita" in this 
song, does not reflect the cursory or casual meaning of clever 
or smart and Rama is portrayed as the foremost amongst warriors 
and heroes. The heart and core of this kriti is the question 
as to who is the Blessed Person who brought about the incarnation 
of Narayana as Rama. 
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In the Valmiki Ramayana, Brahma is portrayed as the motivator 
for Rama's incarnation. Driven to despair by the cruelty perpe- 
trated by Ravana, the Devas turned to Brahma for solution, 
who after deep deliberation divined that Ravana was not immune 
to destruction by a mere mortal, a Manava. Brahma and Shiva 
had granted several boons consequent to which, they could not 
be Ravanas's destroyer. Valmiki states that at the Putrakameshtl 
performed by Dasaratha, Brahama were invisibly present and 
entreated Vishnu to incarnate as Dasaratha' s son, when Vishnu 
came to accept His Havirbhaga. 

In the Kamba Ramayana, Brahma and Shiva plead helplessness, 
after which the Devaf collectively approached Vishnu, who pro- 
mised his supplicants that he would Incarnate. A problem emerges 
as Dasharatha had three wives symbolic of Fortune, Modesty 
and Fame (Sri, Hri, Kirti), which was resolved when Vishnu 
directed Adisesha, Chakra and Shanka to be born as Lakshmana, 
Bharata and ShatVUghna. Were the Devas, collectively speaking, 
the blessed ones who brought about the Incarnation as Rama? 

In Tulasidas* Ramacharitamanas, we find that Narada, conceited 
after his victory over Kama who was deputed by Indra to destroy 
Narada's penance is smitten by lust and the desire to win the 
hand of Swayamprabha , a princess created by Vishnu from his 
yoglc prowess. Narada asks Vishnu to bestow on him, a beautiful 
form and Vishnu deciding to teach him a lesson, gave him a 
monkey's face. Swayamprabha chooses Vishnu, who came in 
disguise. Realising what happened, Narada cursed Vishnu that 
he will be separated from his wife and will be surrounded 
by monkeys, in fulfilment of which, Vishnu incarnated as Rama. 
Was Narada, the Blessed one ? 

Manu and his wife Shataroopa performed penance and sought 
the birth of a son (as a boon), who would be identical in all 
respects, to Vishnu. Since this was impossible, Vishnu blessed 
them that He will be born as their son, when they manifest 
as Dasharatha and Kousalya. Were they, the Blessed ones respon- 
sible for Ramavatatta ? 

Above all. was the incarnation : n compliance of His own promise 
that He will do so whenever Dharma was endagered ? 
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Tyagarajaswami by calling himself as a pseudo - Munlraja draws 
an analogy with the real Muniraja, Janaka; Janaka offered 
Sita to Rama and Tyagarja offers his Bhakti. In "Kulabirudu", 
we perceive the companionship or Sakhyabhava between Tyagaraja 
and Lord Rama, when the former chides the latter that family 
tradition does not matter, whilst performance does. 

Muthswami Dikshitar has composed three kritis in Devamanohari , 
they being "Mahadevana" (Adi Tala), "Tripurasundari" (Adi 
Tala) and "Bharati Maddishana" (Roopaka Tala). In the charana 
of "Bharati Maddishana", Dikshitar shows his mettle in Sanskrit 
idiom, when he uses the Akshara 5 (L!a) as the Prasa-yati in 
every line. Dikshitar declares Saraswati to be superior to Hari, 
Hara, Ganesha and Kumara, reminiscent of the passage "Nitrantaram 
Bhakta" in his composition "Veenapustaka" in Raga Vagavahini. 

Devamanohari was a Raga widely used in Tnevaram and Tirup- 
pugazh. Other popular songs In Devamanohari are "Neekala Na", 
"Palukavademi" with a racy chittaswaram passage and "Yarukkutan 
Teriyum", the last being a composition of Gopalakrishna Bharati. 

KAMA LA MANOHARI 

Kamalamanohari is a Shadava, Shadjagraha, Rishabha Varja, 
Aroha Dhaivata Varja Raga. 

Traditon Is that this Raga was developed by the Venkatamakhlr* 
School. Dikshitar's Mudra for this Raga was "Manohari" and 
not "Kamala Manohari" ; perhaps, as a result of the popularity 
of Dikshitar's composition "Kanchadalayatakshi" , this Raga came 
to be known as Kamala Manohari, resultant from an expression 
In that song. The chittaswaram passage in "Kanchadalayatakshi" 
is given in the Sangita-Sampradaya Pradarshini and is not a 
latter day appendage. Another fine kriti by Dikshitar is "Sankaram 
Abhiraml". 

Venkatamakhin's followers consider this Raga to be an Upanga 
Raga affiliated to the 33rd Melakarta, Gangatarangini , a vivadhl 
Mala with Shadshruti Rishabha. The absence of this Rishabha 
in Kamala Manohari removes the Vivadhi trait. Why then the 
need to consider this Raga as a derivative of a Vivadhl 
Melakarta ? The Swara structure is such that this can be an 
Upanga Raga of the 27th Melakarta, Sarasangi. In Kamalamanohari, 
the Swaras (Antara Gandhara, Suddha Medhyama, Suddha Dhaivata, 
Kakali Nishada) are similar with those In the Mayamalavagowla 
group. Hence, the apparent but incorrect similarity with Raga 
Jaganmohini. Jaganmohini has "Suddha Rishabha in the Avarohana 
T he beauty of Kamala Manohari lies in the Antara Gandharam. 
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Kamala Manahori was used In Thevaram and Tlruppuzah. 
Tyagarajaswami has composed a short kriti "Nee Muddu Momu", 
rarely heard in concerts. 

GOWRI MANOHARI 

Students of horary astrology are aware of system called Gouri 
Panchanga and of the auspicious periods every day, when mortals 
would be blessed by the grace of Gouri. The Raga to be played 
at such periods is "Gauri Velavali" 

Gouri Velavali is a Dhaivata Graha Raga, without Gandhara or 
Nishada in the Arohana and is to be sung in the morning. The 
structure of Gouri Velavali would be 

Arohana Sa, Ri , Ma, Ma, Pa, Dha, Dha, Sa". 
Avasohana Sa, Ni, Dha, Pa, Ma, Ga, Ri, Sa. 

Gouri Manohari is referred to by Vara Siva Yogi of Kollegal, 
a contemporary of Purandaradasa , in his "Bat tees Raga" scheme. 
Vara Siva Yogi set to music the sayings or vachanas of Saint 
Basaveshwara. I cannot forget the rendition of a vachana "Maya 
Beda K~!la Beda" in Gouri Manohari, by Shri Mallikarjun Mansur. 
In Gouri Manohari, the Arohana was Sampoorna. The presence 
of chatashruti Rishabha is not conducive to Gouri Manohari being 
called as a morning raga. The Sampoorna Raga, Gouri Manohari, 
integrated into itself, the incomplete Gouri Velavali and the 
revised swara structure is : 

Arohana Sa, Ri , Ga.'Sa, Ri , Ma, Pa, Dha, Ni, Sa 
Avarchana Sa, Ni, Dha, Pa, Ma, Ga, Ri , Sa. 

Gouri Manohari emerges thus as a Sampoorna, Raganga, Dhaivata 
Graha Raga in the Raga Moorchana of which Ma and Dha give 
particular lilt or Visesha Ranjana.Sa, Ri, Ga, Ga, Sa, is a 
Visesha Prayoga. Similarity with KirvanI is noticed in passages 
such as "Ma, Pa, Ma, Ga, Ri , Sa": Though the kakall Nishada 
is a common factor between Kirvani and Gouri Manohari, the 
distinction of the Dhaivata should be noted. 
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In Gouri Velavali, we have a Lakashya Geeta and Tana by Venka- 
tamakhin, a Sanchari in Chatushra Ata Tala by Subbarama Dik- 
shitar and two kritis, "Kowmari Gouri Velavali" and "Parashakti" 
by Muttuswaml Dikshitar. In Gouri Manohari, the most famous 
composition is Tyagarajaswami 1 s "Guruleka Yetuvanti". The kfcti 
"Brovasamaya" by Garbhapuri vasa (Karur Dakshinamoorthy Sastri) 
is quite popular. I have heard Vellore Sambandamoorthy Achari 
render a Tiruppugazh "Karikuzhal Kariyamukham" in Gouri Mano- 
hari set to chatushra Dhruva Tala in Khanda Gati. Gouri Manohari 
used by Mysore Vasudevachar , Muthaiah Bhagavatar and other 
modern composers is a Sarvakalika Raga, though the best effect 
emerges when sung just after mid-day. 

An Upanga Raga of Gouri Manohari, called Gouri Lalita is seldom 
heard. This Upanga Raga is devoid of 'Pa - ' and all other swaras 
are similar to the parent Raga. 

8. ISA-MANOHA RI 

Isa Manohari is a Sampoorna Bhashanga Raga, derived from the 
28th Melakarta Raga, Harikhamboj i . It becomes a Bhashanga 
Raga by virtue of the presence of Kakali Nishada_Jn passages 
like Sa, Ni , Sa and Ri , NU, Sa. In passages like Sa, Dha, Nl, 
§a and Pa, Ni, Dha, Pa, Sa, Sa, we see a lot of Shadja Nyasa. 
Despite a high degree of sonic similarity with Raga Umabharanam, 
the narrow distinction lies in the fact that the gandhara is 
not used in the Avarohana in Umabharanam. 

As usual, there is a Lakshya Geeta by Venkatamakhin and a 
MattyaTala Sanchari by Subbarama Dikshitar. Muthuswami Dik- 
shitar has composed three kritis in Isa Manohari, they being 
"Sri Gananatham" (Roopaka Tala), "Jagadisa Manohari" (Roopaka 
Tala) and Ananta Balakrishna (Adi Tala) Tyagarajaswami composed 
two kritis - "Sri Janaki Manohara" and the popular "Manasa 
Sri Ramachandruni". This is one Raga where both Tyagarajaswami 
and Dikshitar have adopted similar patterns in their compositions 
especially prayogas like Ma, Ri , Sa. "Manasa Sri" is an Atmopa- 
desha song in which Tyagarajaswami preaches to his own mind, 
reminding us of the verse in the Bhagavat Gita that ones mind 
is his best friend and worst enemy too ! 
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The Anupallavi of this song gives scope for wide interpretation. 
Tyagaraswami advises his mind to constantly refer to the third 
and sixth chapters (Adhyaya) of Valmika Ramayana. Valmiki 
Ramayana is sarga based and not Adhyaya based, notwithstanding 
which, Kalluri Veerabhadra Shastri and T.S. Balakrishna Sastrigal 
opine that reference is to the third and sixth sargas of the 
Balakanda. K.V. Srinivasa Ayyanagar and Dr.V. Raghavan differ 
from the view stating that reference is to the third and sixth 
Adhyaya of the Adhyatma - Ramayana, in which the Avatara 
- Rahsaya of Rama and Sita are postulated. In the charana of 
this song, Fyagarajaswami states "Srushti, Pushti, Nahsti says 
panulu", which can be compared with the text in the Taittariya. 

Upanishad q*f/Q ej(<7//9 o//t0crt) and Adi-Sankara ' s 

commentary on the second Brahma-sutra. 

MADHAVA MANOHARI 

Madhava Manohari is a Bhashanga Raga of the 22nd ' Melakarta 
with a vakra-Sanchara in the Arohana at 'Dha' and in which 
'Pa' is omitted in Avarohana. The scale is : 

Arohana Sa, Ri , Ga, Ma, Rx, Ni , Dha, Ni, si 
Avarohana Sa, Ni, Dha, Ma, Ga, Ri, Sa 

The presence of Suddha Dhaivata in passages such as Ma, Pa, 
Dha, Ma, Ga, Sa and Maa, Dha, Ma, Ga, Ri, Sa renders this 
as a Bhashanga Raga. In this Raga, the swara Ma gives the 
grace and is the Jiva and Nyasa Swara. 

As is customary, there is a Lakshya Gita "Katidati Katnakapadi" 
by Venkatamakhim and a Sanchari in Mattya Tala 'by Subbarama 
Dikshitar. The solitary kriti in this Raga is "Mahalakshmi Karu- 
narasa Lahari", by Muthuswami Dikshitar. This song, belonging 
to a select group of songs on Lakshmi (such as Varalakshmim 
Bhaja, Sri Varalakshmi and Mangaladevataya ) is embellished 
by superb phrases such as "VedaNute", Shivashite" "Manasavira- 
jite", "Mahadevavishvasini" and "Manonmani" Dikshitar equates 
Lakshmi with Devi by means of the expression "Shi vasahite" . 
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10. SARASWATI MANOHARI 

Saraswati Manohari is a Bhashanga Raga in which the Panchama 
is omitted in the Arohana and there is vakra in the Avarohana 
at the swara "Ri". 

The swara scale is : 

Arohana Sa, Ri , Ga, Ma, Dha, Dha, Ni, Sa 
Avarohana Sa, Nto, Dha, Pa, Ma, Ga, Ma, Ri, Sa 

In this Raga, Dhaivata is the Jiva Swara and that which imparts 
Ranjakatva. The Shruti level of 'Ni' drops slightly in Sancharas 
such as Dha, Ni, Pa, wherefore it is a Bhashanga Raga. Swara 
Sancharas such as : Sa, Ri, Ga, Ma, Dha, Pa, Ma, Dha, Sa 
and Ma, 0a. Dha, Sa are sung in this Raga_. In fact Subbarama 
Dlkshitar eschews the use of Dha, Ni, Sa. Controversy dogs 
r the genesis of this Raga, one school opining that this is a 

Bhashanga Raga belonging to the 28th Melakarta, while another 
school considers this is a Bhashanga Raga of the 29th Melakarta 
Raga. This Raga is deemed as Bhashanga by virtue of a drop 
in the shruti of the Swara 'Ni', wherefore it would be correct 
to construe that the drop is from the higher or kakali Nishada. 
It is advisable to treat this Raga as a Bhashanga of the 29th 
Melakarta, the view held by the Venkatamakin school. The 
Arohana Swaras of Saraswati Manohari an d Malavi are identical. 
However, the Avarohana of Malavi Is Sa, Ni , Pa, Ma, Ri , Sa, 
omitting the Dhaivata and Gandhara, while in Saraswati Manohari, 
the Prayoga Ma, Ga, Ma, Ri, Sa is a characteristic feature 
of the Avarohana. 

The Lakshya Geeta by Venkatamakhim , "Jaya Jaya Raghu Kula" 
is in Jhampa Tala and the sanchari by Subbarama Dikshitar is 
in Eka Tala. We have in this Raga, one composition each by 
Muthuswami Dikshitar and T yagarajaswami . In Dikshitars Kriti 
"Saraswati Manohari", we see distinct but distant nuances of 
Raga Kannada, strengthening thereby, the classification under 
the 29th Melakarta. This view is upheld by the Tillaisthanam 
School's doyen, Sri S. Parthasarthi . In "Enthavedu Kondu" 
by Thagarajaswami , passages like "Chinta teerchuda" and 
"Sattamatrama" are reflective of Sankarabharanam . The song 
"Enthavedu" belonging to the select group of Samaksha - Prashna 
Kritis has Tyagaraja describing Lord Rama as his inner-soul 
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or "Antaratma". A perfect, Advaitic concept indeed. 



JAYAMANOHARI 

An intermediate Bhashanga Raga of the 22nd Melakarta, having 
marked resemblance with Abhogi and Sri Ranjani, Jayamanohari 
is considered to be a Raga created by Tyagarajaswami . There 
is no reference to this Raga in the Sangita Sampradaya pradar- 
shini. The Swara Scale is : 

Arohana Sa, Ri , Ga, Ma, Dha, Sa 

Avarohana Sa, Ni, Dha, Ma, Ga, Ri , Sa 

The resemblance with Abhogi is in the ascent and with Sri Ranjani 
in the descent. The similarity with Sri Ranjani Is- more pronounced 
by means of the Nishada. All three compositions in this Raga 
are by Tygarajaswami , they being "Nee Bhakti" Bhagya", "Sri 
Ramya Chltcalankara" and "Yagnadulu Sukha Manuvarikl" Tyagaraja- 
swami appears to have adopted a quasi-heretical attitude in 
his compositions in this Raga. In "Nee Bhakti he says that 
adherence to vedic ritualism results In sorrows : 

"Vedokthambow Karmamu Vethagalgu Gathaagathamow" 

Yagnas are complicated ceremonials conducted by esotaric coterla 
of sacerdotal specialists. A study of "Yagnadulu" reveals that 
Tyagaraja swami does not condemn ritualism in toto, but is 
against their performance without control of the senses. This 
song, verily, Is an echo of a' verse in the Mundaka Upanishad. 

I venture an English translation of this verse; 

Perishable indeed are the fruits of these sacrifices 
The eighteen, in which, are expressed inferior work, 

The ingnorami who approve them as superior 
Go again to old age and thence on the death. 
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In translating, I have used "Ignoramus", entirely in consonance 
with the expression "Suganana Daridra Paramparulu" used by 
Tyagarajaswami in "Yagnadulu Sukha". Sankaracharya makes a 
succint distinction between Karmic and intellectual rituals and 
says that the realisation of the Unconditional Self, Brahman, 
by the conditioned self, Jiva, is a yagna or sacrifice. Mahadev 
Desai states that Yogis make sacrifices to Him, for Him and 
of Him. Jaya Manohari appears to ba a medium of musical 
expression of high philosophical thought. 

BUDHAMANOHARI 

This is a modern Raga devoid of reference in antiquated texts. 
This Raga is a creation of the modern composer, Sri Muthaiah 
Bhagavatar and is a derivative of the 29th Malakarta Raga, 
Sankarabharanam. This Raga calls for some effort and skill, 
both in comprehension and rendition. Perhaps, since this is 
a Raga that would please the learned men, it was called "Rudha 
Manohari". Please recall the expression "Buda'manohari" used 
by Tyagarajaswami in "Bhuvanidasa" . f 

Surprisingly, this is a " topless" Raga, since the swaras 'Dha' 
and 'Ni' are absent in both the Arohana and the Avarohana. 

The Swara scale for this Raga is : 

Arohana Sa, Ri , Ga, Ma, Ga, Pa, S~a, 
Avarohana Sa, Pa, Ma, Ga, Ri, Sa 

This Raga is best appreciated by listening to the composition 
of Sri Muthaiah Bhagavatar ,"Samayamide" and "Kameshebaddha" . 

RAMAMANOHARI 

The fifty second Melakarta Raga and the only "Manohari" Raga 

with the Prati-Madhyama is known as Rama Manohari. The scale, 

in the Asampoorna Melakarta scheme is : 

Arohana Sa, Ri , Ga, Ma, Pa, Dha, Ni , Dha, Sa 
Avarohana Sa, Ni , Dha, Pa, Ma, Ga, Ri , Sa. 

The Shloka for Rama Manohari is : 

It Is a sampoorna, Sarvaswara gamaka-varika Rakti Raga with 
Ri , Ma, and Ni as the Jiva Swaras. Unless the Prati Madhyama 
is adequately emphasised, there could be some sonic similarity 
with Malayjmarutnm„ Rifihabha and Nishada are distinctly Kampita 
swaras. The use of the Pratyahata gamaka amplifies the inherent 
beauty of this Raga. Madhyama, Pane ha ma for long duration. 
Shadja, Panchama, Nishada and in rare cases, Madhyama are 
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the Graha Swaras. This is one of the Tristhayl Ragas, which 
can be sung in three octaves. There are several specialised 
swara-prayogas in this Raga, which is also a Sarvakallka Raga. 
Surprisingly, this is not a Moorchana Raga and no melas can 
be created by Graha Bedha. 

Apart from the usual Lakshya Geeta by Venkatamakhlm , In Jhampa 
fala and the Sanchari in Trlputa Tala by Subbarama DIkshltar, we 
have three compositions by Muthuswami DIkshitar, "Sringara 
Shaktyayudha", "Stwaramyaham" and "Matangi Sri Raja Rajeshwarl" 
"Swoararnyaham" is a Navagraha-Kirtana dedicated to Rahu, in 
which fine expressions like : 

have been used by Dikshitar. 

Rationalisation of the Arohana Swaras to Sa, Ri, Ga, Ma, Pa, 
Dha, Ni, Sa, results in Ramapriya, the 52nd Melakarta In the 
Sampoorna Melakarta scheme. The difference between Ramapriya 
and Rama Manohari is minimal and too fine. Tyagarajaswami 
has accepted this distinction though and has composed "Seetha 
Manohara" in Rama Manohari and "Sandehamunu Deerpavay ya" 
in Ramapriya. In Ramapriya, we have some noteworthy compo- 
sitions such as "Parulanu Veda" by Tiruvottiyoor Tyagayyar, 
"Sami Radu" by Kotee^hwara Ayyar and above all, the extremely 
popular "Korina Vara Mosagu" by Patnam Subbramanya Ayyar. 

There are two Janya-Ragas of this Melakarta, they being "Gnaana- 
moorthi" in which the Nishada is omitted in both the Arohana 
and Avarohana and Raga "Kank^nalankari" in which the RIshabha 
and Dhaivata are omitted in the ascent, the descent being full 
scale. 

MANOHARI 

Manohari, a derivative of the 22nd Melakarta, Kharaharaprlya, 
is also a Raga created by Tyagarajaswami. The Swara-Scale 

is 

Arohana Sa, Ri , Ga, Ma, Pa, Dha, Sa 
Avarohana Sa, Dha, Pa, Ma, Ga, Ri , Sa. 
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The singular compostion in this Raga, the song "Paritapamu 
Gani Yadina", is traditionally believed to be the very last 
composition of Tyagarajaswami . On the Nirvana day, the Bakula 
Panchami, Ayyarval is said to have first sung "Shyamasundaranga ' 
in Dhanyashi as re-affirmation of his faith in Rama, his Ishta- 
Devata and thereafter sang extempore, "Paramatmudu" in Vaga- 
deeshawri, followed by this song in Manohari. Professor Samba- 
moorthy points out that Tyagarajaswami saw Rama, in person, 
twice (Ela Nee Daya and Bhavanuta) and saw Rama in his dream 
twice (Giripai Nela and Paritapamu). The scene portrayed in 
this song is that of Rama and Sita alone in a golden boat in 
the river Sarayu, with Sita recommending Tyagaraja's case for 
release from mortal sufferings. Rama promises deliverance in 
ten days' time, which Ayyarval reminds him of in "Paritapamu". 

Manohari is the essence of pathos and the pallavi of this song 
rouses plainitive feelings, nearly drenching listeners in distress 
It is a wonder as to how Tyagarajaswami could create such a 
moving Raga in the last moments of his life. There lies his 
greatness. Perhaps, this is the reason why "Paritapamu" is 
the first and last composition in Manohari. 

15. ANALYSIS OF MANOHARI RAGAS 

Let us briefly, apply the Ragavargeekarana norms to these 
Manohari Ragas and examine the results: 

a) The Majority are Bhashanga Ragas, only two Melakartas 
and two upanga Ragas are thore in ten Manohari Ragas. 

b) Suddha Madhyama dominates - Prat i -Madhyama is used 
only in Rama Manohari. 

c) We have two Sampoorna Melakartas, one Sampoorna Bha- 
shanga Raga, the remaining being varja Ragas. 

d) Three Manohari Ragas have 'Vakra' or regressive swara 
characteristics. Most Ragas are krama Ragas. 

e) Apart from the two Melakarta Manohari Ragas, the remaining 
Ragas present a chequered pattern : 



RAGA 



A ROHAN A 



AVAROHANA 



Kamala Manohari 



Audava 



Shadava 



Madhava Manohari 



Sampoorna 



Shadava 



Isa Manohari 



Sampoorna 



Sampoorna 



Saraswati Manohari 



Shadava 



Sampoorna 
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RAG A 



A ROHAN A 



AVAROHANA 



Jaya Manohari 



Audava 



Shadava 



Budha Manohari 



Audava 



Audava 



Deva Manohari 



Shadava 



Shadava 



Manohari 



Shadava 



Shadava 



f) Four Manohari Ragas, belong to the 22nd Melakarta, one 
the 23rd Melakarta, one is an upanga, of the 27th Melakarta 
one belongs to the 28th Melakarta group, two to the 29th 
Melakarta and the only Prati Madhyama Manohari Raga 
is the 52nd Melakarta Raga. We can notice that the Mela- 
karta range from 22nd Raga to the 29th Raga predominates. 

g) Chatushruti Rishabha is present in all Manohari Ragas 
excepting Rama Manohari (Suddha Rishabha) and Kamala 
Manohari (Rishabha Varja) 

The Ragas are fairly equally divided between Antara 
Gandhara and Sadharana Gandhara, the score being five 
and four respectively. Devamanohari does not have Gandhara 
prayoga. 

Eight of the Manohari Ragas have Chatushruti Dhaivata, 
the exceptions being Budha Manohari (Varja) and Kamala 
Manohari (Suddha Dhaivata). 

Isa Manohari has both Nishadas and Budha Manohari none. 
The other eight Ragas are equally divided between Kaishiki 
and Kakali Nishada 

This is a striking feature. The use of Chatushrti Rishabha and 
Chatushruti Dhaivata appear to play a role, appear to be a 
common link in these Manohari Ragas. 

f) All ate Sarvakalika Ragas, when viewed in a broad 
perspective 

g) Many Manohari Ragas have shravana Samya (similar-sounding) 
Ragas with subtle differences. I furnish the Shravana- 
Samya Ragas in brackets : 



Deva Manohari (Durbar), Kamala Manohari ( Jaganmohini ) 
Gouri Manohari (Kirvani), Isa Manohari (Umabharanam) 
Saraswati Manohari (Malavi) and Manohari (Suddha Bangala)- 
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16. INFERENCE 

The Manoharl Ragas are Sarvakalika Bhashanga - dominated Ragas 
with predominance of Chaturshruti Rishabha and Chatushruti 
Dhaivata. Madhyama is strong in some Manoharl Ragas. These 
were Ragas, in which Ranjakatva or grace came mainly from 
Ri , Ma and Dha. These Ragas do leave Impressions on our minds 
but lack the grandeur of Vishada Ragas like Todi or Kalyani 
or Sankarabharanam . F rom the Alapana point of view, the 
Manoharl Ragas have limitations .Similarity is not merely In 
name; there are slmllarites in the Swara-structure as well. 
Perhaps, the Manoharl Ragas were semi-classical Ragas, light 
on the ears. They are worthy of the suffix 'Manoharl'. 

The nominative dedications, by name, to various Deities, does 
not show any clear pattern though there is some relevance. 
I pointed out the astrological link in Gouri Manohari , Deva 
Manohari, close to Darbar, could signify the congregation of 
celestial powers and is perhaps, the inspiration for the question 
posed by Tyagarajaswami in "Evarikai Avataram". MuthuswamI 
DIkshitar very aptly dedicated the song in Madhava Manohari 
to Lakshmi, the beloved of Madhava. In the sequence of presenta- 
r tion, I adopted the pattern of starting with a Sarva Deva Namas- 

kara Raga Deva Manohari and ended with simple Manohari, a 
Raga rendered by Ayyarval just prior to his Nirvana. The 
intermediate order follows Kamala - Gouri - Isa etc., which 
has a musical and musicologlcal significance. Please recall 
"Kamala Gouri Vageeshwari - Garudadhwaja - Shiva", the order 
of obeissance adopted by Tyagarajaswami in his song "Vidulaku 
Mrokkeda". Perhaps, this aspect warrants deeper research. 

Apart from these ten Manohari Ragas presented, there are two 
more Ragas, Amba Manohari and Lalita Manoharl. Nothing Is 
known , even about the Swara-structure, of Amba Manoharl and 
it is merely but regretably, a name only, Lalita Manohari 
Is a derivative of the "22nd Melakarta, with Rishabha Varja 
in Arohana and Dhaivata Varja in the Avarohana. I have not 
come across compositions or textual references, In and of this 
Raga. Hence, their exclusion. 

17. EPILOGUE 

It is fashion nowadays, In certain circles, to decry Karnatlc 
Music in toto. The evolution of Karnatic Music was systematic 
and not accidental. Musicologists classify this evolution Into 

four periods : 



a) Primary and Formative Period - ca 2000 B.C. to 500 A.D. 
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b) Expository and Expansive period - ca 501 A. D. to 1300 A.D. 
C) tTr^A.^" ^ reVaIUative Period - ca- 1301 A.D.' 
d) Creative and Interpretative period -ca. 1751 A.D. onwards. 

I?, e K ?K Cle w f creat,on and interpretation, this period startlna 
' * h h e 3dvent of , lhe T ^ty, should continue and prosper 9 
It has become essential and incumbent, in present davs tA 
repeatedly substantiate that Karnatic Music is system A, Jh 
and system -oriented. .he worthness of this paper ,s related 
to the object of substantiation, a.least to some s'a 1 measure 
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LIST OF SAMAKSHA-PRASHNA KRITIS BY TYAGARAJASWAMI 

Etula Brotuvo (Chakravakam ) , Evarani N'rnay inchirrlra ( Devamruta- 
varshini), Evarura Ninnuvlna (Mohanam), Evarimata (Khamboji) Etha- 
vunara (Kalyani), Elanidayaradu (Athana), Elavataramethu (Mukhari), 
Evarikai Avataram ( Devamanoharl ) , Endundl (Darbar), Enthavedukondu 
(Sarasvati Manohari), Enduku Nirdaya (Hari khamboji ) , and Enduku Daya- 
radu (Todi). 
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RAGALAKSHANA IN CARNATIC MUSIC - 
THE GRANDEUR OF TODI 



INTRODUCTION : 

In our country, : ulture is an ingrained idiosyncrasy which was assimilated 
over the course of generations, paramparas, into existential life, the Yathar- 
tha Jivana. Our country is Bharath, which name is symbolic of Bhava (sub- 
stance), ".aga (attraction) and Tala (rhythm). Classical Indian music is a 
< ulminatiun ol Bhava, Raga and T'ala. Muttuswami Dikshitar has used expre- 
ssions such as : 

SflcT 5?73T eTTaT 3TT%^M 
STTcT cTTaT 'fe-tJI fSloftl J 

WHAT IS A RAGA : 

A raga is a melodic concept, a pleasing sounc. created and ornamented by 
the progressive and constructive use of fundamental musical notes called 
Swaras. Swaras are seven in number - Sa, ri, ga, ma, pa, dha and ni. These 
seven swaras form the basic scale. There are and can be only seven notes 
or swaras in any music, in any sound that we can hear. The humming, strumm- 
ing or blowing of these swaras in ascending or descending order, in permuta 
tions and in regular or irregular combinations produce a melody, pleasant 
to the ears, which is called Raga. Aesthetic pleasure in listening is directly 
interrelated to the melodic content of music. Unmelodic music can never 
be pleasing to the ears. 

Govinda Dikshita* describes a Raga, in "Sangita Sudha", as a combination 
of Swaras that brings about an emotional upsurge filling the ears and minds 
with an infinite form, devoid of verbal expression, invisible to the eyes, 
yet manifesting as a musical principle in the mind of the musician, with 
minute "kalapramanas" lying within the realm of Manodharma and as an 
aesthetic potentiality endowed with the power of progression. Raga, verily, 
is the soul of our music. 

The sequence of Swaras, in permutation and combination, ha^ to be regulated 
for melodic maintenance or amelioration. All musical sequences should con- 
form to some concepts and regulations. The classification of such concepts 
results in a multiplicity of Ragas, to which identity is imparted by means 
of a name. 

EVOLUTION OF RAGAS : 

The seven swaras were ascribed in the primeval days to sounds produced 
by birds and beasts such as the bull, the goat, the elephant, the peacock 
and the nightingale. Swaras could have originated from birds and beasts 
but their combination and permutation are too complex to be learnt from 
the bees and birds. The combination of swaras in a particular pattern, might 
have theoretically existed, which the listeners might have been unaware 
of. It is safer to construe that Ragas were discovered than created. Even 



discoveries were achievements, indeed. The cycle of creativity or of dis- 
covery, has been continuous. Ramaswami Dikshitar discovered tha Raga 
Hamsadhvani, while Ragas like Suposhini, Rasali, Maruva-Dhanyashi. Karnataka- 
Behag were created by Tyagarajaswami. In the recent past, the Raga "Kadana- 
kutoohalam" was created by Patnam Subramania Ayyar, while exotic Ragas 
like Saranga-Mallar, Guhamanohari, Niroshta etc. were brought forth by 
Muthaiah Dhagavathar. 

R AG AL AKSH AN A IN CARNAT1C MUSIC : 

Classical music is a system which was synthesised, codified and classified 
centuries ago. Such classification of Ragas is called Ragalakshana and the 
first reference thereto is seen in Bharath's "Natya Shastra." 

We find passages on Ragalakshana in Matanga's "Brihaddeshi", in Narada's 
"Sangita Makaranda", in Sarangadeva's "Sangita Ratnakara", in Govinda Dikshita's 
"Sangita Sudha" and in Venkatarnakhin's "Chaturdandi Prakashika". Perhaps, 
Matanga and Narada preceded the era when classical music came to be known 
as Carnatic Music. Nevertheless, one traces the origins of Ragalakshna to 
their works. 

Ragalakshana is dealt with, in depth, in "Chaturdandi Prakashika", in King 
Tulajaji's "Sangita Saramrutha" and in Subbarama Dikshitar's "Sangita Sampra- 
daya Pradarshini". 

Classical music, is closely associated with Sanskrit, a language known for 
terminological exactitude. In Sanskrit, each word, each term, has a specific 
and distinct meaning and significance. For example, "Pramana" means proof 
and "Prameya" means that which is proved. "Lakshana" denotes the inherent 
qualities, while "Lakshya" means the goal to be attained with the inherent 
qualities. For Ragas, "Lakshana" signifies the essential, natural and inherent 
traits of a melody and "Lakshya", the exposition or presentation thereof. 
Another way of clarifying these terms would be that the theoretical and 
musicological aspects of a Raga are covered by "Lakshana" and that the 
pedagogic and performing aspects come under "Lakshya". 

Lakshana and Lakshya are equally important, in Carnatic Music. A complete 
musician is one who is well versed in both facets. One recalls the tribute 
paid by Konerirajapuram Vaidyanatha Ayyar, to Ramanathapuram Srinivasa 
Iyengar, describing the latter as a Lakshana-Lakshya vidwan. 

NORMS FOR EVALUATING RAG A-L AKSH AN A : 

In the evaluation of the inherent characteristics or Lakshana of a Raga, 
about forty criteria have to be considered. It would be an onerous task to 
examine each criterion. The main criteria, condensed to ten, are :- 

1) Is the Raga a Melakarta (main scale) or Janya Raga (subordinate scale)? 

2) Is the Raga a Moorchana - creating Raga or an Amoorchana Raga? 

3) Are there any Anya (extraneous) swaras in the Raga ? 

4) Which are the swaras used in the Arohana (ascending scale) and in 
the Avarohana (descendirg scale) ? 

5) Which is the Jiva (most important) Swara of the Raga and which are 
the Raga-chhaya (reflective of the nuances) Swaras of the Raga ? 



Jt*<\ 



6) 



S) 



9) 
10) 



To what extent could Gamakas (elongation) be used with Swaras ol 
a Raga ? ? 
7) Which are the Graha or Arsha (from which rendition can start) Swaras . 
Which is the Amsa-Swara (steady, on which one can dwell for a long 

Which are the Nyasa (terminal swara in a flight of swaras) Swaras ? 
Does the Raga a.low singing of Swaras in specialised forms such as 
Janta and Thatu types ? 
CLASSIFICATION OF RAG AS IN CARNATIC MUSIC : 

,n Carnatic Music, three methods are in vogue in the classification of Ragas. 

(a) Method-1 

- "Margi" Ragas are those which were traditionally taught, essentially 
demonstrative of "Lakshana" criteria. 

- "Deshi" Ragas are those of folk-origin. 

(b) Method-ll 

This method is but a partial modification of the earlier method. 
-■•Doora" Ragas are Lakshana-based Ragas which are difficult to 
render. 

- "Naya" Ragas are Ragas which can be easily sung. 

- "Deshiya" Ragas are those derived from folk-music. 

(c) Method-Ill 

- Ragas with all seven swaras are called "Sampoorna". 

- Ragas with six swaras only are called "Shadava". 

- Ragas with five swaras only are called "Audava". 
The Swara-based classification ol : Ragas was 

Venkatamakhin and Gov.nda D.ksh.ta. At the time a* ^ tem 
Kollegal, a sixteenth-century contemporary of P"^™^ as .. Battee s- 
of thirty-two Swara-based class.f icat.on of J^gas was we Basaves hwara. 
Raga" and was used in tuning the say.ngs (Vachanas) of ba Venkatamakhin 

r^r^W^Ni *. division o, 
Ragas was ineto- 

- Melakarta Ragas (Main scales) 

- Upanga Ragas (Subordinate scales) 

- Bhashanga Ragas (Hybrid scales) 



370 



An LJpanga Raga has the same scale as its parent Raga, though not necessarily 
in the same sequence. A Bhashar.ga Raga is one in which Swaras extraneous 
to the parent Raga are used to impart melodic grace and lilt. 

EXPOSITION OF RAG AS : 

Music, in the formative stages, concentrated more on the classifications 
and rules of Ragas. Later, accent was laid on the exposition of the Ragas, 
to show the vitality, the grace and the nuances. This exposition, called the 
'Alaap' or the 'Alapana 1 , was without words. The infusion of words and thereby, 
'Bhava' (substance) came later, which development was in four stages, known 
as the 'Cha'.urdandi' or the four pillars. These four forms of classical music 
(with words) were the Tnayam, the Gitam, the Prabhandham and the Kriti. 
The Kriti or Kirtana came to be only when Raga and Bhava got synchronised 
with Rhythm (Tala). 

The characteristics and the beauty of a Raga can be revealed by : 
"Alapana" (singing of the Raga without word^ 
"Kriti" (singing of a song) 

"Swaraprasthara" (singing Swaras of a Raga in melodic patterns) 
RULES FOR ALAPANA OF A RAGA : 

Alapana of any Raga should be in accordance with six rules called 'AngasV. 
The six rules are :- 

Akshiptika 

Raga Vardhini 

Vidari 

Sthayi 

Vartini 

Mutthayi 

The revelation of a Raga at the commencement of an Alapana is called 
Akshiptika and is also known as 'Eduppu'. Listeners should be able to identify 
the Raga no sooner a performer starts the Alapana. Raga-Var-dhini and Vidari 
pertain to the development of the Ragas. Sthayi is an important andpleasant 
phase of the Alapana, where the development is systematic, orderly and 
artistic. 'Vartini' relates to return or descent and 'Muthayi' means an embel- 
lished finish. I state these facts only to substantiate that guidelines were 
prescribed long back, for Alapana, which alas ! are seldorh observed. - 



THE GRANDEUR OF TOPI 
10. TODI THE MEL AK ART A RAGA : 

Todi, an ancient Raga is the eighth M*lakarta-Raga in the scheme of seventy - 
two Me I ak art a (main-scale) Ragas. The seventy-two Melakarta Ragas are 
grouped into twelve "Chakras" (cycles) of six Ragas each, of which the second 
is the Netra Chakra. "Netra" means the 'eye'. Todi is the second Raga of 
this Chakra and is akin to the right eye. In Vonkatamakhin's scheme it is 
called Jana Todi, while in the Kadapayadi scheme, it is called Hanuma-Todi. 
Though the prefixes "Jana" and "Hanuma" were primarily used for an alpha- 
betic count in Sanskrit, it was not without significance. '3ana' indicated 
that this Raga was for and of the masses, while the reference to Hanuman 
symbolised the devotional fervour that could be generated by renditions 
of or in this Raga. Perhaps, Todi is the first Melakarta Rat>a that grips 
the attention of listeners. B 6 V 



I I. R AG AL AKSI I AN A : STRUCTURE OF TODI RAG 



A 



lod. is a complete, "Sampoorna" Melakarta Raga, with all seven swaras 
n proper order in both the Arohana (ascent) and the Avarohana (descent). 
It is a Moorchana-Karaka Raga devoid of any Anya Swaras. The swaras consti- 
tuting this Raga, other than Shadja (Sa) and Panchama (Pa) are : 



Ri - Suddha Rishabha 



Ga - Sadharana Gandhara 

Ma - Suddha Madhyama 

Dha - Sudha Dhaivata 

Ni - Kaisiki Nishada. 

Ga, Ma and Dha are the Raga Chhayya Swaras of Todi. 
Ga, Ma, Pa, Dha and Ni are the Nyasa Swaras of Todi. 
All Swaras can be taken as Graha or Arsha Swaras, in Todi. 
Madhyama can be treated as the Amsa Swara. 



Gamaka abounds in this Raga and Tadi is called Sarva Swara Gamaka Varika 
Raga, as all swaras can be sung with Kampita Gamaka. 

Janta Swaras like GaGa, MaMa, DhaDha 
MaMa, DhaDha, NiNi 

DhaDha, Nini. SaSa can be sung in Todi. 
Thatu Swaras that can be sung in Todi are : 

Ni Ga Ri Ni/Dha Ni Ri Ni Dha Ma/and Ga Ma Ni Dha Ma Ga Ri Sa/ 

Some Visesha or special Prayogas, which reflect the beauty of this Raga 



Dha Ni S.. DWRi Sa Dha/ 

Todi is a Tnsthayi Raga, a Raga which can be sung in three octaves. 
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12. MUS1COLOGICAL ORIGIN OF TODI 

Sama Veda is the first Moorchana of our system. By Graha-Bedha, other 
moorchanas were formed, in which Shadja-Grama was formed, from Tarasthayi 
Shadja to Madhyasthayi Rishabha (i.e.) Y 

Sa, Ni, Dha, Pa, Ma, Ga, Ri 

Todi is the Rishabha Moorchana of the Shadja Grama. In this process, if 
Ri, Ga, Ma, Dha and Ni of Todi are taken respectively as the Shadja and 

Bhli a^f S^- 1 C, M ,,a "' ied,,a ' , W t g6t StrainS ° f Kalyani ' Harikambhoji Nata 
tthairavi, 5ankarabharanam and Karaharapnya, in that order. 

This is too vast a subject for discussion here. Suffice would it be, if one 
ShadyGr°ma 38n,SanCe ° ri8 ' n ° f T ° d '' 35 Rishabha Moorchana of the 

13. SONOGRAPHIC* ANALYSIS OF TODI 

Mere rendition of the seven swa.as without any Gamaka, does not produce 

xt^tsm 5 a Sh c R a^ done in a 8eometricai patte - to 

frl»«!K" V K lna (IOW . oscilla,or y Gamaka lev eD Raga like Abhogi gives a 
R<£? I * indicative of limitations in exposition and development. 

Room is there only at the bottom. Add 'Ni' to Abhogi and room is made 

tLo£*Z^™ ,ons prevail in SriRanj,ni Raga ' which is the second 

HiffvT, COntour ' ike Nilambari produces an assymetrical pattern. Hence, 
the difficulty in rendition. This is the third picture. The lilt of this Raea 
descent. See the sonograph of SriRaga. Extra space or pockets 
Ragas indicative of expansive scope. This is characteristic of Ghana 

?ZZ~ a T Sampoorna f Ra ga h ^ a symmetrical pattern like a pandal or temple- 
tower. Todi has perfectly symmetrical tetrachords. 

I*. COMPOSITIONS IN TODI RAGA : 

I venture to softer the initai theoretical introduction by means of composi- 
tions rendered by eminent musicians. 

The repertoire in Todi is very large, right from Gitam or Varnam, to Padam 

? ?ct . 6 c , orn P iled a fair,v exhaustive list in this brochure, and 

trust that this list would be useful to readers. 

The first reference, needless to say, is to the Lakshya-Gita in Todi, composed 
by Vcnka! .makhin, "Arrc Raja Raja Gita", the authentic notational version 

k J, 1 V S ava ^ a,,e ,n the "Sangita Sompradaya Pradarshini". This Gita 

is set to Jhampa-Tala. 
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Amongst Tana Varnas, the masterpiece is the Ata-Tala Varna, "Kanakangi", 
composed by Pallavi Gopala Ayyar and dating back to the pre-Trinity period. 
The delectable Swarajati Composed by Shyama Shastri, "Rave Himagiri Kumari", 
deserves the place of pride, in this category. Muttuswami Dikshitar has 
composed a Chowka-Kala, Adi-Tala, Varna in Todi, "Roopamu Joochi". There 
is a Varnarn composed by Palaghat Parameshwara Bhagavathar, which is 
not in wide circulation. The recent Adi-Tala Varna by Patnam Subramania 
Ayyar, "Era Nnpai", is well known and liked. However, the rarest Varna 
is a Swarakshara or a Swarasthana Varna by Ramaswami Dikshitar, "Sarigani 
Dani". "Sarigani Dani" means "she is not proper", the words being identical 
to the swaras Sa, Ri, Ga, Ni, Dha, Ni. 

Coming to Kritis in Todi Raga, I refer to a pre-Trinity period composition 
by Pallavi Gopala Ayyar, in which you could discern the pristine purity of 
Todi Raga, the song being "Arnba Nadu Vinnappamu". 



TODI RAGA AND Till: TRINITY : 



Todi was a Raga favoured by the Trinity of Carnatic Music. Tyagaraja has 
composed twenty-six songs and Muthuswami Dikshitar, nine songs. Dikshitar's 
nine songs in one raga is a rarity. Apart from the famous Swarajati, Shyama 
Shastri has to his credit, three kritis, all of which are superb. Let us look 
at the manner the Trinity did handle Todi Raga and examine their composi- 
tions : 

a) TyaRarajaswami : Apart from the quantitative magnitude of his com- 
positions, a little known and less appreciated fact is that he has virtually 
used all swaras of Todi to start his compositions with (i.e.) many swaras 
as Arsha swaras. Examples are :- 



Dasharathe Ni Runamu 

Aaragimpave 
Kadathera Rada 

Karunajoodavamma 
Brindavana Lola 

Kaddanuvariki 

Chesinadella Marachitivo 
Koti Nadulu 

Emi jesite emi 
Datsukovalena 



- Starts on Mandarasthayi Dha. 

- Start on Madhyasthayi Sa 

- Start on Ga 

- Start on Ma 

- Start on Pa 

- Start on Dha 



Ni Daya Ravale 
Kokiva Maragada 

This is an unparalleled feat. 



Starts on Ni 

Starts on Tarasthayi Sa 



To crown this achievement, wc find the Kriti "Endu Daginado" to 
be a capsule containing Todi Raga. In the Pallavi itself, we have passages 
set to Vilamba Kala (slow tempo), Madhyama Kala (medium tempo) and Durita 
Kala (fast tempo) and the tune-span covers three octaves, Mandara, Madhya 
and Tara Sthayis. This creativity is non-pareil. 



The PaJlavi of the song, "Varidhi Neeku" is such that one gets the impression that 
a garland of sangatis was woven. It would be time-consuming to discuss at this Juncture 
the Bhavas of Tyagaraja's kritis in Todi. I venture to refer to "Emi Jesiteppemi", 
one of the finest compositions of Tyagaraja, and its rendition by Sri Ariyakudi 
Ramanuja Iyengar. 

b) Muttuswami Dikshitar : The most popular kriti by Dikshitar, in Todi 
is "Sri Krishnam Bhaja Manasa", dedicated to Lord Krishna of Guru- 
vayoor. In "Sri Subrahmanyo", one is thrilled by the use of the elongat- 
ed Ga in the Charana, as well as by the Madhyamakala passage starting 
with "Shatayuh Prada". "Daksnayani" reflects the quintessence of 
the Raga Above all, we have the superbly structured kirti "Kamalambike", 
from the Navavarna series. 

c) Shyama Shastri ; The three compositions of Shyama Shastri in Todi 
are "Ninne Namminanu*' "Kiarunanidhi Halo" and "Emani Migula Varnintu", 
the last of which is rarely heard. 

16. POST-TRINITY COMPOSITIONS IN TODI : 

a) Swati Tirunal : Apart from the popular "Sarasijanabha Murare", we 
have "Mandarakara" in Triputa Tala, "Pankajaksha Tava" in Rupaka 
Tala and the Utsava Prabandha composition "Pankajakshanam" in Mani- 
pravala. This Manipravala song is prefaced by a lovely verse or padya, 
which I take leave to present. 

W Other composers : Since I have furnished a compendium of songs 
in the annexure, I restrict myself to citing a few outstanding composi- 
tions such as "Amba Nannu Brova" by Anayya, "Ivieena Lochani" by 
Muthaiah Bhagavatar, "Sri Venkatesam" by Poochi Srinivasa Iyengar 
and "Karthjkeya Gangeya" by Sri Papanasam Sivan. Todi has remained 
vibrant and vivante, despite the passage of time, which would be 
evinced from this modern composition. 

17. RASA-BUAVA IN TODI 

Some persons are of the view that Todi Raga brings out only Karuna Rasa. 
This view may be valid for Ragas like Sahana but compositions in Todi are 
reflective of Navarasas, I submit, »o substantiate which I give these examples: 

Munnu Ravana (Tyagaraja) - Veera Rasa (Valour) 

Enduku Daya Radu (Tyagaraja) - Karuna Rasa (Sympathy) 

Koti Nadulu (Tyagaraja) - Adbhuta Rasa (Wonder) 

Chesinadella (Tyagaraja) - Hasya Rasa (Humour) 

Enu Baradeyo (Purandaradasa) - Vibhatsa Rasa (Revulsion) 

Era Napai (Patnam Subramanya Ayyar) - Roudra Rasa (Anger) 

Dasharate (Tyagaraja) - Shanta Rasa (Beatitude) 

Roopamu Joochi (Dikshitar) - Sringara Rasa (Beauty) 

The majestic scene of Rama, seated on a throne, bow in hand, etched by 
Tyagaraja in the song "Koluva Maragada" is un' orgettable. This is a unique 
song, in which one experiences several Rasas and Asaktis. 
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Adequate emphasis must be laid on clarity of diction, when singing composi- 
tions in languages other than one's mother-tongue. Performing artists should 
render compositions only after grasping the meaning and import of every 
word in the song that they intend singing. The crime of mispronounciation 
is called verbicide. In "Koluvamaragada", Tyagarajaswami beseeches Lord 
Rama to have some milk, with the words, "Akali Teera Palaragimpave". 
We come across names like Venkappa, Thimmappa and Murugappa - but 
verbicide in the passage mentioned produces a new name "Akali Teerapa". 
1 leave it to this court to decide whether this offence is culpable verbicide 
amounting to murder. 

"Koluvamargada" is a coltossus amongst compositions in Todi Raga and deserves 
special treatment. 

IX- RHYTHMIC STRUCTURE OF COMPOSITIONS IN TODI RAGA : 

This presentation would be incomplete if the rhythmic aspects are not exa- 
mined. Tyagarajaswami has used seven talas in his compositions - Adi, Deshadi, 
Roopaka, Chapu, Jhampa, Tishra Laghu and Triputa Talas. Pallavi Gopala 
Ayyar's Vainam, referred to earlier, is in Ata Ta'a. Subbarama Dikshitar 
has composed a Sanchari-Gita in Mattya Tala. I am not aware of any composi- 
tion in Dhruva Tala. Could anyone enlighten me ? Muttuswami Dikshitar 
has used Adi, Chapu and Roopaka Talas and the grandeur of Viiamba Kala 
(slow movement) is seen in most of his compositions. The majority of Tyaga- 
rajaswami's songs are set to Madhyama-Kala (Medium Tempo). This led to 
a view that only slow or medium movements suited Todi Raga. The past 
»• master in laya that he was, Shyama Shastri, disproved this view by means 

of his slong "Karunanidhi Halo", in fast tempo, in Adi Tala with Tishra Nadai. 

19. INSTRUMENTAL RENDITIONS IN TODI : 

a) String Instruments : Violinists and Vainikas revel in renditions of Todi 
Raga. The hypnotic spell cast by Veena Seshanna of Mysore, by melodic 
and rhythmic patterns, is remembered even now. Many . asikas swear 
by Dwaram Vcnkataswami Naidu's version of "Munnu Ravana", in 
Todi, which he played on the violin. 

b) Wind Instruments : Nagaswara Vidwans scaled unprecedented heights 
when playing Todi Raga. A rasika once asked me as to why flautists 
were lukewarm to playing Todi Raga. 1 was unable to satisfy him 
instantaneously but venture to do so now, before this august gathering 
Sarngadeva, while describing Alapana of Todi on the flute, states 
that a two-stage approach is necessary; firstly, with ma as the sthayi 
note and oscillating Panchama, the third note in fast tempo and the 
fourth in Viiamba after which the playing of the first Svasthana in 
Todi has a pause or halt on the Swara Ma. The second svasthana starts 
from ma, the sthayi note and ranges between the two panchama swaras, 
with Sanchara going as far as the sthayi Swara. The third and fourth 
svasthanas include the ascent upto the sixth swara and the descent 
to the Graha Swara. Much effort is called for, in this exercise, which 
perhaps, manifests as reluctance. 

A 70. TODI IN ANCIENT LITERATURE : 

Todi Raga has a remarkable historical background, supported by the existence 
of a strong textual tradition. This Raga is mentioned in ancient treatises 
on classical music. 




Sarngadeva of the thirteenth century gives the Lakshana ol Tod«, in 
Ratnakara, as follows :- 

inesmisiTsx? <5wrtt gffcns TT q>^M tf ? i 1 
s?T^rr^srr ^^n^mr curiam 1 1 

In the Sangita-Sudha, Ma is said to be the Amsa, Nyasa and Graha Swara 
of Todi Raga : 



The discription of Todi in the "Ragavibodha" conforms to the present-day 
version with the characteristic Kampita Gamaka : 

The version in "Sangrahachoodamani" is similar to this Shloka. The Aumapatam 
has a one-line reference to Todi : 

However, the "Brihaddesbi" and the "Sangitasaramruta" make no mention 
of todi, by name. 

21. VISUAL IMAGES OF TODI : 

From the abstract and audio, we now come to visuals. Visual depiction of 
a Raga is not prevalent in South India. Many are aware, 1 presume, of the 
Raga-Ragini miniature paintings, in Hindustani music. Somanatha, in Raga 
Vibodha", describes Todi Raga thus : 

"A girl, green in colour, dressed in dull-coloured clothes, decorating herself 
frugally, lives in the forests, playing the flute and possessing a pet-deer 
- this is the image of Todi." 

Somanatha, again, describes Turushka-Todi as : 

"A chaste woman with a big hair-knot, white in colour, wearing a long blue 
dress, wanting the name of her lover, whose absence she is unable to bear, 
with beads in her hand." 
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Damodara Mishra's image of Todi is : . f . „,„ rover s nB 

"A woman, shining in white colour as a dew of jasmine f lower covering 

her body with camphor and sandal paste, one hand on the Veena and 
other playing with a deer." 

VfiNKATAMAKMIN'S VIEWS ON TODI : 

Venkatamakhin has branded Todi as an "Authra Raga", ^^^'^ntshUa^ 
the North. Many scholars oppose this view and even ^barama DjMhltar 
accepts Venkatamakhin's view with reservat.ons. ProfMNT San*amoorthy 
has pointed out that there were accepted musical formats and paa ages 
like "Matta Kokilam", in Todi, which were sung in bygone eras. ^« 
several passages in Todi Raga, in the music of Kathakali _and Yjkshagana 
ancient classical and folk dances from the deep South. The J^lT^ 
a Danaka-Raga in Thevaram music was "Pann" f H \ jam \ a r Jf u 
-Palai". Abraham Pandithar asserts that the Tod.-Raga-Scale is « 
Thevaram music and that it is called "Sevvazhi-palai". Tod. was _ vogue 
in the South, several centuries back and it is incorrect to construe Tod. 
as an imported Raga. 

Difference of opinion prevails on another observation made by Venkatamakhin :- 

Todi is a Raga to be rendered only in the evenings. Todi has been del ined 
as a morning-Raga by Lochana Kavi, in "Raga-Tarang.ni . Upanga Ragas 
of Todi like Asaveri and Dhanyashi are considered to be forenoon-Ragas 
Todi, a Poorvanga-Raga, precedes in the sequence of cla "'^at.on, Upanga 
Ragas of the 22nd Melakarta, like Shree, Manirangu and Madhya mavat - 
which are considered to be Uccha-Kala (Mid-day) Ragas. Venkatamakhin s 
views lack support. 

RECENSIONS OP TODI RAGA : 

When at Madras sometime back, I met an American lady, who was studying 
Kavuthuvams of Kharathanatyam. Kavuthuvams, with comp.ex laya pattern* 
such as Mattapana, Kottari and Takkari Talas, is too complex a subject 
known only to a few Nagaswara Vidwans and Nattuvanars. Our culture I has 
gone Westward ho 1 What would be the American perception on Todi ? Perhaps, 
"1 like your toddy (Todi), boody heady stuff." 

The normal swara-scale in Todi without the swara Pa, results in a Raga 
which is called Suddha-Todi. There are two known krit.s in Suddha Todi 
seldom heard in concerts and they are "Matanga Kanyam" by Sr. . ayachama raja 
Wodeyar and "Gana Lola Nannu Brovu" by Venkatanarayana ■ Charulu. . Other 
recensions of Todi are Chaya Todi, Marga Todi and Turushka Todi. In Turushka 
Todi, a sampoorna upanga Raga, dha anc ni are stressed while ga becomes 
an Alpa (feeble) swara. The prefix or epithet "Turushka" is ^'""veof 
links with Turkey. In this Raga, Ma is used as the Graha, Nyasa and Amsa 
swaras and thisRaga is to be sung at midnight Ahob.la and Sarngadeva 
refer to Chaya Todi, in which Raga, the swaras R. and Pa are es chewed 
Marga Todi is without the swara Pa but is different from Sudd ha Tod a 
Sa is the Nyasa and Ma the Amsa Swara and as the moorchana starts with 
Dha. Marga Todi is a morning raga. 
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In the absence of unanimity of views, ! refrain from discussing the structure 
of Deshiya-Todi. Tyagarajaswami is said to have composed his first song, 
"Namo Namo Raghavaya" in this Raga. Musicologists integrate this Raga 
into the main Raga, as a result of which four compositions of Tyagarajaswami 
in this Raga are added to twentysix in the main Raga, taking the tally to 
thirty pieces. 

By sheer coincidence, the consecration of the Gopuram at Sri Rangarn took 
place this morning. It would, therefore, be in the fitness of things if we 
recalled Tyagarajaswami's SriRangam Pancharatna Kriti in Deshiya Todi. 

24. TODI AND FAMILY PLANNING 

A doyen of the Marathi cultural world and connossieur of fine arts once 
observed about the emergency in 1975 as follows :- 

"In these days of despondency, when the emergency pervades public life, 
one sought to overcome the depression through spiritual solace. As a Hindu, 
I had some habits, one of which was to read passapes from the Bhagavat-Gita, 
which habit I thought, would soothen my emotions. Alas ! 1 discovered that 
the emergency did not spare the Bhagavat-Gita too ! When I opened this 
book, the first thing that I noticed was that the Gita starts with the words 
"Sanjay Uvacha" - Sanjay says." 

If analogous liberty is permitted, Family Planning seems to have subdued 
Todi Raga. Mayarnalavagowla, Harikhamboji and Sankarabharanam have about 
forty to fifty Upanga and Bhashanga Ragas each, while poor Todi has less 
than ten ! Nagavarali, Asaveri, Punnagavarali and Dhanyashi are Upanga 
Ragas of the Todi family. Amritavahini, Suddhaseemanthini and Sindhu Bhairavi 
are derivatives of Todi. A sma.l but happy family ! 
ED 

25. RENOWN/J'ERFORMERS OF TODI RAGA 

a) Tcdi Sectharamaiah, who rendered this Raga for eight days at the 
court of King Serfoji in Tanjore, without repeating any sanchara of 
swaras. Anyone game for a repeat session? 

b) Nagaswara Vidwan, Tirumarugal Natesan, whose adopted son was 
Raiaratnam Pillai. 

c) The famous flautist, Sarabha Shastri. 

d) Ariyakudi Ramanuja Iyengar, whose repertoire included more than 
forty songs in Todi Raga alone. 

e) Abce all, Nagaswara-Chakravarti Sri Rajaratnam Pillai, who played 
Todi Raga at a temple festival from 8.30 p.m. to 3.30 a.m. Todi was 
Rajaratnam and Rajaratnam was todi. 

26. ANECDOTES AND INCIDENTS RELATING TO TODI 

a) Maha Vaidyanatha Ayyar, Patnam Subramania Ayyar and Kunnakkudi 
Krishna Ayyar congregated at the coronation of Bhaskara Setupali 
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of Ramnad and rendered in their separate concerts, in their own inimi- 
table styles, the Pallavi "Jaya Jaya Ravikula Raja, Vijaya Raghunatha 
Sri Bhaskara Swami" in Todi Raga, to Jhampa Tala, Ateetha Griha, 
at 3/i* count. All three performances were superb. At the end of 
the concerts, Vaidyanatha Ayyar stated that the art of Pallavi-express- 
ion was Krishna Ayyar's forte, whilst the art of embellishment was 
that of Patnarri Subramania Ayyar. Krishna Ayyar reciprocated stating 
that none could come near Vaidyanatha Ayyar in Alapana. People 
heard these sincere but mutual compliments with great rapture. 

b) At a concert in Knapattu in Chettinad, Sarabha Shastri played an 
entherial alapana of Todi Raga, cn the flute. After listening to Shastri, 
Tirumarugal Natesan exclaimed whether he or any other artist would 
venture to play Todi Raga again '. 

c) An ailing Ramanathapuram Srinivasa Iyengar, with a fractured leg, 
resisted surgery. He prayed to Lord Venkatesa of Tirupati to cure 
him, his prayer being in the form of two songs, the first of which 
was "Sri Vcnkatesam" in Todi and the second "Saraeunapalimpa" in 
Kedara Cowle . 



DEVARANAMAS IN TODI RAGA : 

There is no authentic notatidnal record of Devaranamas composed by Puran- 
daradasa. "Dasara Kritigalu", a book published sixty years back, gives five 
Devaranamas in Todi, all of which have been included in the list in the anne- 
xure of the brochure 

PALLAVLS IN TODI RAGA : 

Well known Pallavis in Todi Paga are "Meenakshi Mamadurai" and "Velavane 
Ninadu" in Adi Tala, "Vennai Tinna Chinna", in Triputa Tala and the difficult 
Pallavi "Mamaramum Nizhalum", in which the first half of the Tala-Avrutti 
is set to Khandam and the second half to Tishram. Srnt. D.K. Pattammal 
has given a rendition of this complicated Pallavi. 

P ADAMS AND .1AVAL1S IN TODI 



The earliest Padam in Todi dates to the pre-Trinity era, by Gatikai Mooku 
I ulavar, in Tamil, titled "Aadiyaramba Kalviyile" and is given in notation 
by Subbarama Dikshitar. Other Padams in Tamil are "Ella Arumaigalum" by 
t.hanam Krishna Ayyar and the famous "Taye Ya-=hoda" by Oothukadu Venka- 
tasubba Ayyar. In Telugu, we have a Tavaii by Pattabhiramaiah, "Palimi Ela", 
which is occasionally sung by Smt. T. Brinda. Chinnaiah, the eldest of the 
lanjore-quartet, has composed two Javalis in Todi, "Mosajesene" in Adi Tala 
and a Swarasthana-Javali, "Dani Sari Samani", in Mishra Chapu Tala. I am 
not aware of any Padam in Todi by Kjhetrayya or Sarangapani of Karvetnagar 
and would be indebted to anyone who could enlighten me on« this score. 

TIL LAN AS IN TODI 

Traditionally, only two Tillanas are sung in Todi. Kunnakkudi Krishna Ayyar 
composed the "Knmba-Ramayana Tillana", in which, passages from the Kamba 
Kamayana have been used in the Charana. The composer of the second Tillana 
was Ramanathapuram Srinivasa Iyengar, which was sung often by Sri Ariyakudi 
Ramanuja Iyengar. 



EPILOGUE 



It would be evident that I have ventured to present an Eka-Raga Cutcheri 
JLTf 1 J! art ". ,g frorn .? Varnam, upto a Padam or Tillana. Songs in Sanskrit, 



Toii.o. v ■ . -• — •«""> a rauain ui iiiiana. songs in sanSK 

luugu, Kannada and Malyayalam were rendered by eminent artists from 

, f°'h m° K rn ; ,t,C MUSiC is P racti Sed. Curiously, no mangalam is sung 
n led. although there are mangalams in Asaveri and Dhanyashi, its Upanga 

« ?«; ' 10t PreSent 3 man 8 alam ' as I appeal to the Todi-Devata not 

to rest and continue to inspire us forever. 
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1) INVOCATION AND INTRODUCTION 




This shloka, the first in Sarngadeva's 'Sangita-Ratnakara 1 , indicates 
figuratively, the salient features of the system of classical music. The 
figure of speech employed in this verse is Samasokti, in which . qualify- 
ing words are used with a dual, with a primary and a secondary mean- 
ing. Thus, this verse has to be interpreted both in etymological and 
musicological terms. 



The word "Shrutipada" is indicative of the derivation of classical music 
from the Sama-Veda. The Supreme Being is self-luminous and cannot 
be conceived by any mental modification; the self-luminosity is sugge- 
sted by means of the words "Swayam Rajate ". Akasha (space), the 
foremost of the five creative elements, normally in an unmodified 
state, becomes manifest as the primordial sound, Nada. Sarngadeva's 
genius and greatness is evident in his usage of the term "Nadatanum", 
signifying that he worships Shankara embodied in the form of Nada. 
The word Shankara can be bifurcated into "Sham-Kara", or the cause 
of comfort. Music is a cause of comfort since aesthetic pleasure is 
dervied from listening to it. Shankara is Music and Music is Shankara. 



Thagarajaswami echoes this phrase, in a verbatim manner, in his 
composition in Raga Chittaranjani:- 



Muthuswami Dikshitar has expressed in a succint manner, similar senti- 
ments, in his Akasha-Linga composition in Raga Kedara: 



°t*<<4 ztiM zqpFt I 



In the "I 



Sangita Makaranda", Narada States :- 



4 




Cogniseenti of Sanskrit are enraptured by tne expressions 'LoKashan- 
karam' and 'Lokamanoharam', in this Shloka. 

ESTOTERIC SIGNIFICANCE OF SHANKARABHARANA 
and the stars are his decorative ornaments. 

•Aharya" or 'Abharana' mean adornments or embellishments. Embellish- 
ments essentially enhance the elementary ethos and are not easily 
expendible elements. Swaras are the. embellishments of a Raga. Shanka 
fabharana' literally means, the embellishments of Shankara. 

It should be a P t, at this stage, to quote from the "Rasakowmud;" 

The Raoa Shankarabharana, has all seven Swaras as its ornaments or 
Imbemshments The embodiment of music, Lord Shankara, has also 
Sen Charanas' or ornaments. A parallel can be drawn between the 
ornaments of Sangita and Shilpa-Shastra : 

Raga Sh ankarabharna Ahharana of Shankara - Moorti 

<5wara ■ Sa Akshara Sa : Sarpa (Snake) 

|wara . ba Akshara Ru : Rudraksha (Beads) 

XlZl '• Ga Akshara Ga : Ganga (River) 

XlZl i M 3 Akshora Mru : Mruga (Deer) 

£J!2 : Pa Akshara Pu : Pushpa (Flower) 

I™* ; Akshara Da : Damaruka (Kettledrum) 

Swara : Ni Akshara Ni : Nishakara (Moon) 



: 3 : 



The esoteric orogression from the unleashing of the poisonous Kunda- 
55? to Necta. r 0? Eternity (symbolised by the moon) is highly subtle 
Rudraksha symbolises materialistic connections (Dhatu - Sambandha), 
whfch s washed off by the holy Ganga, after which the self races past 
mortal ty (Mru indicates death) like the fleet-footed deer to reach a 
Sate of realisation or self-fragrance like the flower whereafter the 
barrier of duality (symbolised by the two faced drum) is transcended 
^attain Eternity or" the Moon. Shankarabharana or the ornaments of 
Shankara is metaphysics through symbols. 

3) SIGNIFICANCE OF THE RAGA SHANKARABHARANAM 

There is a lot of qu.narial significance in the worship of Shankara and 
even the Maha-mantra "Nama: Shivayah" has five Aksharas. 



Main-Scale or Melakarta Ragas are classified into twelve groups of six 
Ragas each and each Raga-group is called a Chakra The f i th^hak a 
is the Bana-Chakra and Shankarabharanam is the^ *j«h Raga of the ^ fifth 



each and each Raga-group is called a Chakra 
the Bana-Chakra and Shankarabharanam is the WW 
Chakra Perhaps, it is the quinarial significance that gave this Raga the 
name%hankarnbh a rnam". Indeed, a fit medium to s.ng the Glory of 



Shankara. 



1 



of such Ragas is appended to this brochure, which list was compiled 
Cy me in Tese twentyseven Ragas, J*W*«^^%^** 
kritis, Muthuswami Dikshitar 123 and Shyama Shas ', 4 ^. With 
some marginal approximation, the creative outpu o th ^ three 
composers, in common Ragas, assumes a ratio of 4.2.1 respectively. 

These twentyseven ^« 3^0^ R^- 

for the popularity o ^ ^nd the aesth *™J™™ &raMm has the seC ond 

Trinity is perhaps, indicative of the popularity of these Ragas. 



Bhavapriya is less popular than Todi. 

Thus, the Raga Shankarabharanam has a unique distinction. 
STRUCTURE OF RAGA SHANKARABHARANAM 

R, - Chatushruti Rishabha 

Ga - Antara Gandhara 

Ma - Suddha Madhyama 

Dha - Chatushruti Dhaivata 

Ni - Kakali Nishada 

This Sarva-Swara-Gamaka-Varika Rakti Raga is devoid of any Anya 
/extraneous) Swaras. This Raganga Raga is noted for the extens.ve use 
of Shad? and is one of the limited Melakerta Ragas with perfectly 
%J£SSL tetrachords; the Poorvanga and the Uttaranga be.ng 
identical. 

MUSICOLOGICAL ORIGIN OF RAGA SHANKARABHARANAM 

Sama Veda is the earliest Moorchana of our system and Other Moor- 
chanas were formed by Graha-Bedha, amongst which was the Shadja- 
Grama (ie) from Tarasthayi Shadja to Madhyasthay. R.shabha 

Sa, Ni, Dha,- Pa, Ma, Ga, Ri 

Shankarabharanam is the Nishada - Moorchana of this Shadja-Grama and 
ZTZTn T n^ent times as "Ranjani", ere the present name was 

conferred. 



7) EVOLUTION OF RAGA SHANKARABHARANAM 

Shankarabharana was an ancient-Raga and was called a "Poorva- 
Prasiddha" (known earlier) Raga by Sarngadeva :- 



Eight Ragas, starting from Shankarabharanam, are said to have been 
prevalent event before Sarngadeva's era. However, it cannot be conclu- 
ded or gainsaid that this Raga, as in known today, remained unchanged 
in the passage of time. 

In the "Swara Mela Kalamidhi" Ramamatya classifies Shankaribharanam 
as a derivative of Shri-Raga :- 

Interestingly, Ragas nowadays identified as close to Shankarabharanam 
such as Shuddha Vasanta, Poorva-Gowla and Narayani are classified by 
Ramamatya under the 'Saranga-Nata' group. 

In the "Sangita Makaranda", Narada adopts a different classification : 

*m&*<r // 
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f 0 r ^o^r^^^^^rB 

to tne giouw vyil. nhaivata with Chyuta-Madhyama 

stress on the use of the higher Gandhara and Nishada. 



It would be onerous to cite other references. However, a brief summary 
is presented hereunder :- 



Graha Swara 
Amsha Swara 
Nyasa Swara 
Varja Swara 
Time 

Special Remarks 



As per 
Rasakowmudi 



Sa 
Sa 
Sa 
Nil 
Sunrise 
Mudrita 
Gana 



As per 
Sangita 
Ratnakara 



As per As per 

Swara Mela Sangita 
Kalanidhi Chandrodaya 



Sa 
Sa 
Sa 
Nil 

Differs from 
Natanarayani 
in as much 
as Ga = Ma 



Sa Sa 
Sa Sa 
Sa Sa 
Nil Nil 

Sunrise 
under Sri Kedara Mela 
Raga Mela - and with 
Gamakas 



Shankarabharanam Raga as :- 



• 7 • 



The correct and current structure emerges in Govinda's Sangraha- 
Choodamani 



0 « / 



One school did hold the view that Shankarabharanam was a Sampoorna- 
Shadava Raga, omitting the Nishadha Swara in the descent. It was poin- 
ted out that from the points of view of aesthetics (Ranjakatva) and 
practice (Prayoga), Sa dha pa in the Avarohana is preferred. Note the 
words " ~3$lfy#('tJt4 *y in tne above referred to shloka, 

which set at rest, any controversy over the construction of this Raga. 

It is evident that this Raga was evolved over a long period to reach 
its present format and structure. 



8) ANALYSIS OF RAGA SHANKARABHARANAM BY RAGALAKSHANA 
NORMS 

a) Melakarta Raga - Shankarabharanam is the 29th Melakarta Raga 
in the 72 Melakarta Raga series. 

b) Moorchanakaraka Raga - Shankarabharanam is a Moorchanakaraka 
Raga. By Graha Bedha, the Ri, Ga, Ma, Pa and Dha Moorchanas of this 
Raga will result respectively in Karaharapriya, Todi, Kalyani, Harikam- 
bhoji and Natabhairavi. 



c) Anya Swaras - None 

d) Varja Swaras - None 



e) Arohana and Avarohana - Complete with all seven Swaras 

f) Graha Swaras - Sa, Ri, Ga, Ma, Pa 

g) Raga-Chawa Swaras - All Swaras 

h) Jlva Swaras - Ga Ma Pa Ni 

l J Specialised Swara Forms - Thatu Swaras and Janta Swaras possible 

k) Visesha Pravogas - Are there such as Sa, Ni, p a 

I) Use of Gamakas - Extensively possible 

i) Rishaba and Dhaivata can appear as both Deergha or 
Kampita Swaras. 



ii) Gamakas such as Nokku, Odukkal and Avarohana Jaru widely 
used. 



m) Scope of exposition - Is a Vishada Raga, with wide scope 
n ) Time for singing - Is a Sarvakalika raga 



SONOGRAPHIC ANALYSIS OF RAGA SHANKARABHARANA 



M 



The expositional scope of each Raga can be visualised from the graphic 
of sonographic pattern of each Raga. An Audava Raga like Abhogi pre- 
sents an inverted cone pattern indicative of limitations in exposition 
and development. Scooe is limited to the lower half of the octave, 
despite Abhogi being a tristhayi Raga. Add 'Ni' to Abhoai and we get 
Raga Sri Ranjani, with better scope. An assymetrical pattern shown 
by a Raga like Nilambari is indicative of renditional difficulties. The 
lilt of this Raga is seen in the smooth descent. 

The sonograph of Sri Raga shows the creation of extra space by the 
Vakra-Swaras, enhancing the expositional scope, which feature is noti- 
ced in other Ghana Ragas like Gowla and Varali. 



Few Rakti Raga which are Melakartas too, present symmetrical 
patterns and a structure like n tower or a pandal. Such Ragas have 




»h M i tetrachords, examples being Mayamalavagowla, Todi 

a aisss^^ Ragas have wide expositiona scope ' 

ALAPANA OF RAGA SHANKARABHARANAM 

The character^cs ^^^ZXS Ss"S 3 

Alapana (Rendition of the Raga W tnout g jn g 

songs with words , an d g ^^^Edupp of a Raga should be 
melodic pattern). The A ^'P^a P£ tQ jdentify t he 

in such a manner that JJJ^JJ^,; shankarabharanam, where 
Raga no sooner the ***f™J™™ swaraSi the conventional 
the delicate nuances are reflected I by wjth . tne effec . 

commencement with the Shad a can b p adepuately indicate 
tive sounding of Ma ^^ 8 gJ J 3S )ha A n a m is one of the few 
^gas* wfth m^tf-legated Akshiptika-patterns. 

COMPOSITIONS IN RAGA SHANKARABHARANAM : GEETAMS 

Oeetas were composed to ^^ffThyt" 
of the Raga and v"*™*^*™^ Ta ia. The earliest authen- 
bring about harmony between Raga ana ^ Khandanure' by 

ticated Geeta in f*™*"^™™ * « P Geeta by Govin da- 
Venkatamakhin, set to Mattya IJ^ * « t to jriputa Tala, is 
charya 'Aa Re Re Kosala g^ , 55i5l5ioodMiwl. Surpri- 
avaiiable in the no tational form J}^J^ |fleaMon of venkata- 
singly, one comes across an alio rop commencing witn the 

makhin's Geeta, m the same ^attya a , Kumbhesh- 

Simhanandana Tala. 

PADAVARNAMS AND THANAVARNAMS IN RAGA 
SHANKARABHARANAM 

m a Pada-varna, words 0T Sahitya ^^^-J 
passages in the Mvsji and Utt aranj o 

?he Mutthayi and Charana S ^ a ,^ % nupallavi and Charana. 
5SSS5 ^wTaS. Tala? is a Pada Varna in Raga Shanka- 
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rabharanam. Mention could also be made of the Ashta-Ragamal.ka 
Pada-Varnam "Pannagendra Shayana" (Roopaka Tala) composed by 
Swati Tirunal which uses Shankarabharanam as its basic Raga. 
The Telugu version of this varna "Pannagadreesha Shankarabharana 
Veniyu'' is also in vogue. 



Most of the Pada Varnas are set to slow-tempo or Vilamba Kala. 
Exceotions to this rule include a Pada Varna in Shankarabharanam 
"Manav, Chekona Rada" (Adi Tala) which is set to "Madhyama- 
Kala or medium tempo. "Ra Rapu Seyagara" is a Thana Varna in 
Ata-Tala, in this Raga, composed by Ramaswami Diksh.tar. Veena 
Kuppaiyer's Thana Varna "Sami Ninne Kori" (Adi Tala) is wide y 
performed now a days. We have a Thana Varma by Swati Tirunal^ 
in Khanria Ata Tala and in Manipravala, with the title Indumukhi 
Nevertheless, the piece-de-resistance amongst Thana Varnas is 
Swati Tirunal's Ata-Tala varna "Chalamela Cheseara". The Pallav. 
of this varna starts with a Visesha-Sanchara 'Sa Ni Pa ; the 
Mutthayi Swara passage ends with a 'Mukuta' or crowning passage 
set to the Shrotovaho pattern, the Charana starts with a Swark- 
shara; the third Ettukkattai swara-passage is marked by a very 
dynamic and delectable use of the Panchama as the Nyasa Swara. 
These features apart, the last Ettukkattai passage has glimpses 
of Western Music in its tuning. Palghat Parameshwara Bhagavatar 
has composed a Varna, which is not every much in vogue. 



PRE-TRINITY COMPOSITIONS IN RAGA SHANKARABHARANAM 



Apart from Devaranamas of Purandara Dasa and Thevaram^ or 
Divyaprabandha songs, we come across an Ata-Tala Kriti, "Sri 
Hari Pada Teerthame", by a composer of the sixteenth century, 
Tallapakkam Chinnayya. A contemporaneous composer who was 
mote famous was none other than Narayana Teertha, whose 
Taranga, "Sri Vasudeva Prabho" is sung in Shankarabharanam, set 
to Mishra Chapu Tala. Tradition holds that the 12th Ashtapadi of 
Jayadeva, "Pashyati Dishi Dishi" be sung in Shankarabharanam to 
Triputa Tala. We are also aware of a composition of Margadarshi 
Sesha Ayyangar, "Vande Govindarajam" (Adi Tala). The present 
recensions or renditions of two Anamacharya-Kritis, "Annida Na 
Palidi" and "Tandana Ahi" (both Adi Tala) are in Shankarabharanam 



There are two outstanding, compositions of Krishnawami Ayya in 
Shankarabharanam. The first kriti is "Sharade Sadashraye" (Tishra 
Eka) and the second and better Kriti is "Shankarabharana Shankha 
Chakra Dhara Shankarabhrrana Shayana Shankara" (Eka Tala), with 
a superb Sahitya structure. Ayya addresses Vishnu with the appel- 
lation "Shankara", the cause of comfort. A heavyweight, seven 
charana composition by Ramaswami Diksh.tar, "Shambho Jagadisha 
Pah. mam" (Adi Tala) is also marked for its Sahitya par-excellence, 
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and 



especially in passages such as : 



99 



Pallavl Gopala Aiyer's Kriti "Elagu Daya Vacchura" is a sweet and 
simple composition, in which the Div.ne Grace of Shankara is 
sought, which was popularised by the polished rendition tnereof 
by Shri Musiri Subramania Aiyer. 

TREATMENT OF SHANKARABHARANAM BY THE TRINITY 

We have fortytwo compositions by the Trinity in this Raga, duly 
excluding thirty-five nottu-swara passages by Sri Muthuswami 
Dikshitar. 



A histogram-analysis of compositions by the Trinity can be con- 
ducted. We can take a span of two octaves in the Tristhayi 
rango-from Mandara Panchama to Tarasthayi Panchama and 
calculate the frequency of occurence of each Swara, to illustrate 
their treatment of the Raga. An interesting pattern emerges from 
this analysis. 



In Tyagarajaswami's compositions, we perceive the preponderance 
of the Panchama and higher Shadja in compositions such as "Eduta 
Nilachite", "Sundareshwaruni", "Manasu Swadhina" and "Paripalaya". 
The swara Ga is prominent in Kritis like "Emi Neramu', "Swara 
Raga Sudha", "Varalila Gana" and "Gatamoha". The songs "I 
Varaku" and "Vallagadanka" are noted for the rare emphasis of the 
Nishadha Swara. The Tarasthayi Rishabha Swara is well emphasised 
in the song "Vishnuvahana". Coming to the octave-span or spread, 
we can observe the folowing, with respect to Tyagaraja Kritis : 



i) Songs spread over two octaves : Mariyada, Sitapati, Rama 
Sita Rama and Vishnuvahana. 



ii) Songs marginially extending to the second octave : Manasu 
SwaOine, Buddhi Radhu, Sundareshwaruni & Eduta Nilachide. 
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iii) Songs without Mandarasthayi Notes : Sitapati, Shambhoshiva 
& Pahi Rama 



iv) Songs extending to Mandarsthayi : Emi Neramu, Swara Raga, 
Vallagadanaka & Evidhamulaina 

v) Songs with a high occurrence of Tarasthayi Swaras : Vishnu 
Vahana, Paripalaya & Endukichalamu 



vi) Songs with beautiful pyramid-like histogrammatic structures: 
Emi Neramu, Sri Raghu Vara. 



The Swaras that pre-eminently occur in the rendition of D.ksh.- 
tar's kritis are Pa and the higher Sa. Examples are Akshayalmga, 
Dakshinamoorthe, Nagalingam, Sadashivam and Sundareshwaraya. 
In the kriti "Gurumoorthy", the Swara Ga dominates. Examining 
the Octave-span or spread, we observe as follows :- 



£" i) Songs with preponderance of higher Swaras : Sadashivam, 

Nagalingam. 

ii) Songs extending towards Mandarasthayi : Akshayalinga 

iii) Songs with equal distribution of Swaras : Dakshinamoorthe, 
Sri Kamalambikaya. 



In-Shyama Shastri's two compositions, Sa, Pa and Higher Sa 
account for 42% of the swaras. In devi meenanetri, we notice a 
rather unequal distribution of notes, with a tendency to stress the 
power octave notes. 

A summary of this analysis would read as given hereunder :- 



COMPOSER 



PERCENTAGE OCCURENCE OF SWARAS IN COMPOSITIONS 

Sa Rj Ga Ma Pa Dha Ni Total 



Tyagarajaswami 


20 


15 


14.6 


11.6 


17.1 


11.5 


10.2 


100.0 


Dikshitar 


20 


9.9 


13.4 


15.4 


20.9 


10.4 


10.0 


100.0 


Shyama Shastri 


20.7 


12.7 


15.1 


13.7 


17.9 


11.0 


8.9 


100.0 
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POMPOSER 


PERCENTAGE OCCURENCE 
OF LOWER NOTES OF 
MADHYASTHAYI OCTAVE 


PERCENTAGE OCCU- 
RENCE OF HIGHER 
NOTES OF MADHYA- 
STHAYI OCTAVE 


Tyagarajaswami 


49.6% 


38.8% 


Dikshitar 


43.3% 


42.3% 


Shyama Shastri 


48.5% 


37.8% 



This analysis shows that Tyagarajaswami and Shyama Shastri prefer the 
lower half of the Madhyasthayi, while Dikshitar favours a uniform 
distribution. Shyama Shastri appears to choose the Madhyasthayi with 
extensions to the Mandharasthayi. Dikshitar prefers the Madhyasthayi 
with extensions to the Tarasthayi. Tyagarajaswamis' compositions cover 
all three Sthayis. 



15) COMPOSITIONS OF TYAGARAJASWAMI IN SHANKARABHARANAM 



The colossal and prodigious output of Tyagarajaswami is striking to the 
extent that these compositions are spread over all classifications; 
Regular Kritis, Kshetradana Kritis, Divyanama Sankeertanas, Prahlada 
Bhakti-Vijaya and Utsava-Sampradaya. Surprisingly, there are no compo- 
sitions in Nowka-Charaitra, in this Raga. 



It would be too onerous to dwell in detail, on the Bhavas of Tyagara- 
jaswami's Kritis. We shall highlight some special features. In "Vallaga- 
danaka", he names witnesses who were saved earlier by Divine Grace, 
which is highly reminiscent of a Shloka of Kulashekara Alwar in the 
"Mukundamaia". In this song, the expression "Sthambhamunanu Daru- 
marugu" is an echo of Purandaradasa's "Tarala Prahladage Kambadindali 
Ninda" (Onde Koogalate - Kalyani). The essence and importance o* 
Satsanga is brought out in "Buddhi Radu". The expression "Anni Nee- 
vanuchy Yenchina Vaniki Ashrama Bhedamulela" in the song "Manasu 
Swadhina" amounts to a condemnation of ritualistic formality, when 
there is no control of the mind. In "Varalila Ganalola", Tyagarajaswami 
weaves a a delicate pattern combining the Avataras of Rama and 
Krishna. In "Enduku I Chalamu" he appears to be a Nayaki pondering 
over the identity of the other woman who poisoned her Beloved's mind. 
"Mariyada Gadura" is a Nindastuti, as is "Eduta Nilachide". One, how- 
ever is surprised by the use of the unparliamentary word "Harami" in 
"Edutanilachide". 



■5 
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In terms of Bhava, Tyagarajaswami's compositions cover a very wide 
range; this variety is not seen in Todi too. 

16) COMPOSITIONS OF MUTHUSWAMI DIKSHITAR IN 
SHAN KARABH ARAN AM 



Eight of Dikshitar's eleven Kritis in Shankarabharanam are dedicated 
to Shiva, indicative of the fact that this Raga is an apt medium for 
praising Shankara. These songs are Akshayalinga, Brihadeeshwaraya, 
Dakshinamoorthe, Gurumoorthi, Nagalingam, Sadashivam, Sundareshwa- 
raya and Tarakeshwara. While two are dedicated to Devi, the last song 
"Pavanatmajam" is a rare piece in praise of Hanuman. The sobriety and 
serenity of the Mouna-Guru, Shiva, seated under the golden-hued Vata- 
Vruksha is brilliantly portrayed in "Dakshinamoorthe". Expressions such 
as "Sadhu Janopete Shankara Navaneetha in Akshayalinga Vibho indicate 
Dikshitar's realisation of Shiva as the Supreme Being. Even etymologi- 
cally, this is an excellent expression. Musicologists can notice the 
structural similarities of passages in "Sri Kamalambikaya" of Dikshitar 
and "Emi Neramu" of Tyagarajaswami. The madhyama-kala passage, 
"Anangadyupasitaya" in "Sri Kamalambikaya" is effervescent champagne, 
if this Raga be an intoxicant. 



17) COMPOSITIONS OF SHYAMA SHASTRI IN SHANKARABHARANAM 

The two established compositions in this Raga, "Saroja Dala" and "Devi 
Meenanetri" belong to the famour Navaratna-Malika group. In fact, the 
Navaratna-Malika series starts with 'Saroja Dala', which also serves as 
a medium for Shyama Shastri to affirm his implicit faith in Devi by 
the expression "Nee Padambujamule Sada Nammina", akin to "Ni Pada- 
pankajamulo Sthiramani Nummiti" in his Ahiri Kriti. 



The other song, 'Devi Meenanetri' has a near-twin Navaratnamalika 
Kriti, "Devi Ni Pada Sarasa" in Kambhoji, Both Kritis start with the 
same woids and nearly the same swaras. Shyama Shastri uses "Pa Ma 
Ma Ga Ga Ma Ma" in Shankarabharanam and "Pa Dha Ma Ma Ga Ga 
Pa Dha Dha Sa" in Kambhoji, to make a succint distinction between 
the two Ragas. The grandeur, splendour and serenity (Vishrantha) is 
very well perceived in the passage "Bain Neevegati Chala Nammina", 
in the Kriti "Devi Meenanetri". 



18) SUMMATION 



Tyagarajaswami judiciously combined Bhava-exposition with Raga- 
development by means of a Uring of sangatis. His compositions are 
characterised by both simple and complex structures. Dikshitar stresses 
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Raga-revelation, with a Vilamba-Kala Pallavi, a suitable Anupallavi, a 
dynamic Madhyama-Kala and a Charana with a small passage with- 
Tarasthayi Swaras. Shyama Shastri adopts both techniques in "Devi 
Meenanetri". There are sangatis aplenty in the Pallavi and Raga-Bhava 
dominates the Charana. Perhaps, the creativity or genius of the Trinity 
reached the zenith in their compositions in Raga Shankarabharanarn. 



19) POST-TRINITY COMPOSITIONS IN SHANKARABHARANAM 



a) SWAT l-TI RUN AL 



Of the three compositions which are known, the first, "Kalaye Parvati 
natham", dedicated to Sthanunatha of Suchindra has distinguished 
sahitya-passages such as : 



W*~ (fyfi* iff ^Sr^wr / 



Swati Tirunal describes the adornments of Shankara, the "Shankara- 
bharana". The second kriti describing the cosmic dance of Shiva, 
'Nrutyati Nrutyati Shambhashivo", is outstanding for the thrice repeated 
use of the Sollukattu <jtt. ^TJT in the Pallavi itself. The third 
composition "Rajivaksha Baro" is the only composition of Swati Tirunal 
in Kannaua. 



b) OTHER COMPOSERS 



Post-trinity composers toiled and ventured to compose masterpieces in 
this Raga and there are several outstanding compositions. The first sonq 
worthy of reference is "Nannu Karuninchi" by Subbaraya Shastri, Veena 
Kuppaiyer's "Bagu Miraganu" has a racy chittaswaram passage and many 
vidwans have revelled in the 'Neraval' of the passage 'I lavanyamu' of 
this song. The song "Mahima Teliya Tarama" by Anayya was quite 
popular some decades back. Another kriti by Anayya, 

"Intanuchu Vinnavindune" is also well-known. A Daru in Mishra-Chapu 
by Shahji Maharaja is one of the better known compositions from his 
Pallaki-Prabandha. "Adiya Pada" and "Nandan Charitram" by Gopala 
krishna Bharati, "Annai Janki Vandale" and "Ivanai Yaro Enru" by - 
Arunachala Kavi and "Nannu Karuninchi Brova" by Karur Dakshinamoor- 
thi Aiyer are superb kritis. Kumara Eddappa composed a song "Ashta 
Yoga Prabhava" (Roopka Tala) while the great Subbarama - Dikshitar 
composed throe songs - "Parashakti Parakela" (Roopaka Tala), "Shri 
Shalivateesha Nayike" (Roopaka Tala) and his magnum-opus, "Shankara- 
charyam" (Adi Tala). The last song, verily, is a towering composition 
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among compositions in this Raga. Vidwans continue to render gratifying 
versions of this composition, which is well-known for substance-laden 
passages such as "Paramadvaita Sthapana", and "Paramagnana Lata" and 
for the graphic descriptions of Danda, Kashaya and Kamandala. 
Harikkeshanallur Muthaiah Bhagavatar has composed five kritis. 
Reference should be made to the expression : 



in the song "Gangadhara:. Two compositions of Papanasam Sivan are 
widely sung. Amongst modern compositions, "Shri Chandrashekara 
Yatindram" is an outstanding kriti. 

This list will remain inadequate and incomplete if reference is not 
made to "Muthukumaraiyane" by Ramaswami Sivan and to "Tookkiya 
Tiruvadi" by Suddananda B. Listners can recall with nostalgia, the highly 
emotive rendition of "Ettanayo Piravi" from "Tookkiya Tiruvadi" by the 
illustrious musician, Smt. D.K. Pattammal. 



20) RHYTHMIC STRUCTURE OF COMPOSITIONS IN 
SHAN KARABHARANAM 



The compendium of songs in this brochure will substantiate that compo- 
sers have used a wide variety of Talas, thereby imparting a chequered 
laya-bhaa or rhythmic structure to this Raga. Talas used include Sim- 
hanandana, Mattya, Roopaka, Triputa, Adi, Madhyadi, Deshadi, Chapu, 
Khanda Triputa. and Khanda Ata. Dikshitar's Nottu-Swara Sahityas are 
set to Chatushra-Eka or Tishra-Eka Talas. Dikshitar's kritis are set to 
slow-tempo (Vilamba Kala) while the majority of songs are set to 
medium-tempo (Madhyama Kala) The Tiruppugazh "Kadimodi" is sung 
in Tishra-Nadai. Shankarabharanam retains its splendour in all three 
kalas. The variegated tempo and the variety of Talas are reflective 
of the splendour of this Raga. 



21) SPECIALISED SOLLUKKATTU SAHITYA IN COMPOSITIONS IN 
SHANKARABHARANAM 

The double-edged use of Sollukkattu-swaras is a specialised art, where 
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the Sollukkattu Swaras convey a finite meaning as well. The best 
examples of this are found in the Kriti "Ad.yapada" by Gopalaknshna 
Bharati, in Shankarabharanam. 

" LaS' e padav iyum Tandom Tandom" Tandom-Tandom is a Sollukkattu 
which also means, "I give". 

b) Example No.2 

"Nandi Maddalam Podavum Tagum Tagum 

The Sollukkattu Tagum-Tagum also means "bef.tt.ng" (the Occass.on) 



c) Example No.3 

"Tiruchitrambalattaanum Taam Taam Enru 

Taam - Taam conveys "He Himself". 

Such a song is seen only in Shinkarabharanam. 



22) SPECIALISED YATI-PRASA USAGE IN SHANKARABHARANAM 
COMPOSITIONS 



a) The Madhyamakala passage "Daksha Shikshana" is excellent, duly 
combining the Kshakara Prasa with the Nnakara Anuprasa. 

b) The Shrotovaho-Yati is best illustrated by means of a passage from 
the composition "Buddhi Raadu". 

- Amruta Paanamu 

- Vaagamruta Paanamu 

- Bhaktula Vaagamruto Panamu 



c) Swarakshara Passages :- 



i) PaPa in "Papajadi Marudu" - Varnam "Chalamela" 

ii) - Sada in "Sadashruta Kalpaka" 

- Pada in "Padambuja Bhava" 

- Pada in "Padadi samyuta" 

- Sada in "Sadashiva Satchitananda" 

All four Swarakshara passages cited above, are from the 
Madhya-makala - passage of "Akshayalinga Vibho". I have not 
come across such a feature in any other song. Such is the 
splendour of Shankarabharanam : 

iii) Soochita Swarakshara : Sada in "Sadashivam Upasmahe". 
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RASA-BHAVA IN SHANKARABHARANAM 



5 sle^tse ataasi war 

and XSS Unga(Neuter Gender) Ragas, as stated herebe.ow : 



Anqer (Roudra), Valour (Vira,) Wonder (Adbhuta) were emotions to be 
dervied ( from masculine Ragas- Beauty 

and Svmoathv (Karuna) from feminine Ragas; F.rght (Bhayaanaka), 
Repu.sSess (B.bhatsa) and Tranquillity (Shanta) from Neuter Ragas. 



Narada classifies Shankarabharana as a Neuter Gender Raga 
A shloka in Rasakowmudi says : 



Ragas to be rendered at sunrise were those wh.ch could create vira 
and Adbhuta rasas. Shankarabharanam was a raga to e sung a sunrise. 
Inferential^, this Raga lent itself to the creat.on of V.ra and Adbhuta 
Rasas. 



The Sangrahachoodamani Says : 
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A Raga with vigorous or 'Roudra' swaras has to be masculine. 
Kshetravva and others composed many Padams in this Raga. Hence, 
U ca^ be construed that over the centuries, Shankarabharanam under- 
went a metamorphosis and assumed a stature of generating virtually, 
all the nine Rasas. 

This is substantiated by the undernoted examples : 

1) "Aa Re Kosala Deshadhipa" - Govindacharya - Vira Rasa (Valour) 

2) "Ripu Bala Khandanure" - Venkatamakhin - Roudra Rasa (Anger) 

3) "Emi Neramu" - Tyagaraja - Karuna Rasa (Sympathy) 

4) "Ivaragu Juchinadi" - Tyagaraja - Haasya Rasa (Humour) 

5) "Iko Namma Swami" - Purandaradasa - Adbhuta Rasa (Wonder) 

6) "Dakshinaamoorthe" - Dikshitar - Shanta Rasa (Tranquility) 

7) "Evvade Vaadu" - Kshetrayya - Shringara Rasa (Beauty) 

SHANKARABHRAM IN ANCIENT TAMIL MUSIC 



In the renditions of Thevaram or Prabhandham, the term 'Pann' signi- 
fied a Sampoorna-Raga; 'Panniyam', a shadava Raga, Tiram , an - 
Audava Raga and 'Tirattiram' a Swarantara-Raga. In this system there 
were twentyfour 'Panns', of which Pazhampanchuram, identical with 
Shankarabharanam was one. Panns were grouped as Day-time 
(Pagalpann), Night-time (Irappann) and general (All-time) Panns. 
Pazhampanchuram or Shankarabharanam was considered as a day-time 
Pann. Compare this with Narada's shloka in the 'Sangita-Makaranda . 



Please note the word "Visheshatah" which implies that the best effect 
emerged when sung in the morning. There was no bar to singing this 
Raga at other times. The Lakshana-Shloka by Venkatamakhin says : 



that Shankarabharanam is a Raga fit to be rendered in the evenings. 
Thus, it became a Sarvakalika, or an all-time Raga. 
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Many famour Thevarams and Prabandhams were set to tune in Pazham- 
panchuram alias Shankarabharanam. Thevaram-music was based on the 
harp or the Yazh, which was basically set to the tune called T.ruttan- 
daqam, equivalent to Harikambhoji. If the Madhyama string to the 
Yazh was used as the Adhaara Shadja one hears Shankarabharanam. 
Some of the well-known Prabhandhams and Thevarams traditionally sung 
in Shankarabharanam are : 



1) "Maayakkoottaa" (Nammazhwar) (Tiruvaimozhi) 

2) "Aalaneezhaluganda" (Gnanasambandhar) 

3) "Parashu paaniyar" (Gananasambandhar) 

4) "Uttrumai Servadu" (Gnanasambandhar) 

5) "Talaiye Ni Vanangai" (Appar) 

6) "Battimaiyum Adimaiyum" (Sundaramoorthi Nayanai ) 



SHANKARABHRANAM IN ANCIENT SANSKRIT LITERATURE 



Shankarabharanam has a remarkable historical background, supported by 
the existence of a strong textual tadition This Raga 
ancient treatises In classical music such as 'Sangita Ratnakara .Sangita 
Makaranda', 'Sangita Samaya-Sara', 'Brihaddeshi', 'Swara-Mela-Kalamdh, 
and several other works of literature. 



We have, in earlier passages, cited such references. However, we 
furnish two supplementary references hereunder :- 

- (Swara - Mela Kalanidhi) 
- (Sangita - Ratnakara) 



The passage in which Sarngadeva declared Shankarabharanam as a 
"Poorva-Prasiddha Mela" or as a Raga well-known even before his time, 
was furnished earlier in this brochure. This Raga, indeed, has <x noary 
and ancient historical background. 
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26) DEVARANAMAS IN SHANKARABHRANAM 

A collection of Devaranamas published nearly sixty years back "Han- 

Some famour Devaranamas in this Raga are "Deva Banda Namma 
Iwam. Kno" and "IkO Namma Swami". Shn Mysore Doresam.engar 
?s Tend. remembered for his fine rendition of a Devaranama 
''Paoadirels Ranaa" is Shankarabharanam, full of flageolet no.es. It 3 
unfortunate nowadays that such a lovely Devaranama is rendered m 
Ragas other than Shankarabharanam. 

27) PALLAVIS IN SHANKARABHARANAM 

As Shankarabharanam is a Vishadha-Rakti Raga, the beauty inherent or 
latent is brought out equal.y well in the sing.ng of musico-rhythm.c 
patterns called Thanams and in Alpana. Hence, this Raga has .been a 
favourite Raga of Vidwans, for presenting Ragam, Tanam & Pallavi, as 
it permits wide delineation. 

Some popular Pallavis are "Sharavanabhava Guhane" and "Mahima Teliya 
Tarama". Shankarabharanam was the base, the prime Raga, of the 
Chatur-Raga Pallavi "Shankarabharananai Azhaittodi Vadi Kalyani 
Darbarukku" evolved by the famous Kunrakkudi Krishna Aiyer. 



28) PADAMS IN SHANKARABHRANAM 

The Padams and Javalis in this Raga are so pupular, so famous, that 
one construes that this is a Raga highly suited for the expression of 
Shrinqara Rasa. The fact that Kshetrayya used this Raga, in the early 
seventeenth century, in the pre-trinity period, shows that it was 
accected as a Raga for the expression of Shringara Rasa. The most 
?amo' S Padam in 'this Raga is "Evvade Vaadu Nanu Pavvahnchina Vela" 
by Kshetrayya. In this Pada, there is something splendid in the inqui- 
sition by the Nayaki about the impudent intruder Pavalinch. is a 
lovely word, made lovelier in this Pada by a fine combination of Chaste 
Sangatis and Sumptuous Gamakas. The word 'Ravva in Ravvajes. Poye 
subtly conveys disrepute or commotion; the Nayaki rer .onstrates that 
all people in the street one having fun at her expense! Apart from 
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this masterpiece, we have another Pada composed by. Kshetrayya, 
"Challa Nayani". 



Muvvalur Sabapati Aiyer, the composer of the famous "Rajagopalaswami 
Padams" such as Joodare (Sahana) and "Emataladina" (Yadukula Kam- 
bhoji) has to hsi credit, "Daarijoochi" is Shankarabharanam, which is the 
epitome of Shringara Rasa. It ranks almost on par with "Evvade Vadu". 
"Maname Bhooshanamu" is another popular Padam in this Raga. Surpri- 
singly, the structures of these three Padams show a high degree of 
similarity. Two famour Tamil Padams in this Raga are "Nalla Nalla 
Nilavu" by Ghanam Krishna Aiyer and "Manadariyamal" by Muthutan- 
davar, both set to Adi Tala. 



TILLANAS IN SHANKARABHARANAM 



Eventhough it is said that there are a few Tillanas in the Mysore 
tradition, three Tillanas are in vogue nowadays, of which "Natru Deem 
Deem" by Srirangam Rangaswami Nattuvanar shines as fair as a star, 
when only one, is shining in the sky. 



SHANKARABHARANAM IN OTHER MUSICAL SYSTEMS 



The basic Raga of the Hindustani system, akin to Mayamalavagowla in 
Karnatic Music, is Bilawal, which is nothing other than Shankarabhara- 
nam. Vidwans who have heard a variation called "Alay Bilawal" would 
have noted the striking similarity of that Raga with Bilahari, a deriva- 
tive of Shankarabharanam. Perhaps, 'Bilahari', the name itself, is a 
modification of Bilawal. Tradtion holds that "Bilawal" is a Raga that 
originated from Veraval in Saurashtra. Hence, it is not surprising to 
note that the first satisfactory reference to Shankarabaranam, in 
textual tradition, is found in the "Rasakowmudi" by Srikantha, who had 
settled down in Saurashtra under the patronage of Kind Shatrushalya, 
better known as Chattarsal. 



Shankarabharanam is the major-scale in Western Music. All basic notes 
Do, Re, Mi etc. tune to this Raga. Ancient Greek and Church music 
had pieces which sounded exactly like our Shankarabharanam. Since this 
Raga is the major-scale in Western Music, we have, in Karnatic Music, 
the tune called 'English Note', which was popular whenever rendered 
by the late Sri Madurai Mani Aiyer. 



THE SHANKARABHARANAM FAMILY 

Ragas deemed to be derivatives of Shankarabharanam, in the 'Sangraha- 
choodamani' are as follows :- 
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Kurunji, Kedara, Ahiri Nata, Mahuri, Kolahala, Janaranjar.., |i hag, Ham- 
sadhvani, Poornachandrika, Dev.agandhan, Arabhi, Athana, Navroze, 
S Bilahari, Suddha Saveri, Begada, Vivardhmi, Poorva Gowla, 
Sindura and Gowda-Mallar. 

Each Raga has its own identity and most of thse are popular and 
famous too. 

Some other Ragas accredited to this family are Desakshi Sindhu - 
Mandari.Kokilabhushanam, Nilambari, Sama and Saraswat. Manohan. 

Seldom does one find a Melakarta Raga w.th such a wide spectrum and 
range of oopular and famour derivatives. 



A well-knit and famous family I 



ANCEDOTES RELATING TO RAGA SHANKARABHARANAM 

a) By the time Muthuswami Dikshitar arrived at Shiva's temple at 
Keezh-Velur (Kivaloor), the priest had shut the doors of the 
sanctum-sanctorum and was preparing to leave. When requested 
by Dikshitar in a very polite and humble manner to relent for 
a few minutes so that he could have "Darshan" of the Lord, the 
priest is said to have derisively answered, "The Lord is not going 
to run away and you can see him toommorrow". Broken-hearted 
though, Dikshitar did not give up and his feelings manifested as 
a song "Akshaya Linga Vibho", in which he was praising Lord I Shiva 
with epithets such as Guruguha Tata". JfcunttlU", "Sadhu 
Janooete" etc. When Dikshitar sang "Shankara Navan.ta , the doors 
burst open and the Lord revealed himself to his ardent devotee. 

"Akshaya Linga Vibho" is to the Dikshitar school, what "Teratiyaga 
Rada" is to the Tyagarajophiles. 

b) When the Ettayapuram Maharaja asked Subbarama Dikshitar to 
1 perform in the presence of the Pontiff, H.H Shr, Mahadeva 

Saraswati, Subbarama Dikshitar was in a quandry as to what 
sing. Divine Grace led him to compose the famous song 
"Shankaracharvam Smaramyaham" In Shankarabharanam. Apart from 
thf Pontiff a'Xect disciple of Muthuswami Dikshitar, T.rukkada.- 
wr Bharati, was present in the audience when Subbarama D.ksh.- 
tar presented his magnum-opus in the Raga Shankarabharanam. 



I 24 : 



c) Tirukkod.kkaval Krishna Aiyer was scheduled to perform at 
Pudukkotai and the percussionist Dakshinamoorti Pillai did not 
turn up Without the least concern, Krishna Aiyer turned his violin 
and began his peformance. After a few Kritis, he took up 
Shankarabharanam for detailed exposition, the alapana, - followed 
by the PaMavi "Mahima Taliya Tarama". Krishna Aiyer concentra- 
ted on the bass part and also sang when playing it. His deep 
sonorous voice blended wonderfully with the rich and reverberant 
tone of the tourth (mandara) string of the violin. The audience 
listened in pin-drop silence. Krishna Aiyer established that day, 
by means of a Shankarabharanam Pallavi, that he could give a 
splendid performance without a percussionists support. 

a) Shankarabharanam Raga, at one stage, became a commodity 
in the musical market at Tanjavur, which could be pledged or 
mortgaged and redeemed by an eminent Vidwan who was In 
penury. We do not dilate any further on this incident in view of 
the contradictory opinions. 

e) Madras was the venue of a famous musical contest between Maha 
Vaidyanatha Aiyer and a Vidwan called Venu. Venu was a Powerful 
singer and adept in the intricacies of the laya-system, like his 
master, Masilamani Muda.iar. Venu cha.langed Vaidyanatha A.yer 
to face a contest with him, which was accepted. On the appointed 
day. crowds gathered at Nattu Pillaiar Koi Street at George 
Town. Venu had prepared Pallavis, bristling with all types of Intri- 
cacies in Rakti Ragas like Todi, Bha.ravi, Kambhoji, Shankara- 
bharanam and Ka.yani. His plan was to forestall Vaidyanatha Aiyer 
by giving him the option of singing the Raga first (thinking that 
he would attempt only major Ragas) so that when his turn come, 
he could stupefy Vaidyanatha Aiyer by the release of the prepared 
intricate Pallavis. 

Venu suggested that Vaidyanatha Aiyer begin and the latter 
started to sing the Raga Shankarabharanam. The fiddle-accompanist 
Venkoba Rao, read something in the move by Venu and cued the 
Raga Narayanagowla to Vaidyanatha Aiyer Narayana Gowla is 
an Upanga of the neighbouring Melakarta Har.kambhoj. and as 
Vaidyanatha Aiyer had not, in the first few notes, nailed down the 
Raga Shankarabharanam, he switched over to Narayana Gowla with 
ease. Venu lost, as he did not know the structure of the Raga 
Narayana Gowla. 

RENOWNED PERFORMERS OF THE RAGA SHANKARABHARANAM 



a) Tanjore Nnrnsayya of the Tanjavur Samasthanam. 
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b) Ariyakudi Ramanuja Iyengar, with his wide reportoire of songs in 
this Raga. 

c) Dwaram Venkataswami Naidu, remembered for his sweet and crisp 
rendition of 'Manasu Swadhina'. 

d) Tiruveezh.mazhilai Brothers, for their version of 'Swararagasudha' 
on the Nadaswaram. 

e) Flute Mahalingam, with his occassional but brilliant flashes. 



f) Chembai Vaidyanatha Bhagavatar with "Eduta Nilachita". 



EPILOGUE 



Shankarabharanam is the king of Ragas. It 8 a legacy ™p ancient 
times, the output of the Trinity in this Raga la monumental. Thla _Rj9J 
has remained vibrant and vivante even unto th.s day. In the Sang.ta 
Samprodaya Pradarshini 1 , Subbarama Dikshitar states that h.s predeces- 
sors considered that this Raga ,s the best amongst a Ragas. J ya Raga 
has both "Gambheerya" manly grace and "Sounda ya , e H ffem ' n ^ e 
charm One recalls that Shiva is Ardhanareeshwara, the Mad.rukkum- 
paaoTyan? Shankarabharanam is a Raga by Shiva, for Shiva and of Sh.va 
Such it its splendour ! 



LIST OF RAG AS COMMON TO COMPOSITIONS BY THE TRINITY 



SI. 
No. 



TYAGARAJSWAMI DIKSHITAR |hASTRI 



1. 


TODI 


30 


9 


4 


2. 


SHANKARABHARANAM 


29 


11 


2 


3. 


KALYANI 


21 


10 


9 


4. 


BHAIRAVI 


19 


7 


3 


5. 


SAVERI 


19 


2 


5 
3 


6. 


MADHYAMAVATI 


16 


4 


7. 


ARABHI 


14 


8 


1 
1 


8. 


SAURASHTRAM 


16 


3 


9. 


VARALI 


14 


3 


2 
1 


10. 


KEDARAGOWLA 


13 


4 


11. 


PUNNAGAVARALI 


12 


2 


3 


12. 


AN AND ABH AIR AVI 


3 


7 


7 


13. 


YADU KULAK AMBHOJI 


12 


3 


1 


14. 


BEGADA 


10 


3 


3 


15. 


KAMBHOJI 


7 


7 


1 


16. 


MUKHARI 


10 


2 


1 
1 


17. 


DHANYASHI 


7 


5 


18. 


REETIGOWLA 


10 


1 


1 


19. 


NIL AMBARI 


6 


4 


1 


20. 


SHRI 


o 
J 


6 


1 


21. 


PFARAZ 


1 


5 


4 


22. 


GOWLIPANTU 


5 


1 


3 


23. 


POORVI KALYANI 


2 


5 


2 


24. 


NATAKURINJI 


2 


5 


1 


25. 


AHIRI ., 


4 


2 


1 


26. 


NATA 


2 


2 


1 
1 


27. 


LALITA 


1 


2 




TOTAL ! 


288 


123 


64 



TOTAL 

43 
42 
40 
29 
26 
23 
23 
20 
19 
18 
17 
17 
16 
16 
15 
13 
13 
12 
11 
10 
10 
9 
9 
8 
7 
5 
4 

475 



COMPENDIUM OF COMPOSITIONS IN SHANKARABHARANAM 



SR. TYPE OF TITLE OF COMPOSITION 
N 0. COMPOSITION _____ 



1 


Gitam 


Ripu Bala Khandanure 


2. 


Gitam 


Aa Re Re Kosala 


— • 


Gitam 


Ripu Bala Khandanure 


4. 


Gitam 


Aa Re Dasharatha Raja 


z. 
*)• 


Gitam 


Govinda 


6. 


Sanchari 


- 


7. 


Padavarna 


Pannagendra Shayana 


8. 


Padavarna 


Manavi Chekona Rada 


9. 


Padavarna 


Samiki Sari Evare 




Thanavarna 


Ra Rapu Seyagara 


1 1. 


Thanavarna 


Sami Ninne Kori 


12. 


Thanavarna 


Chalamela 


13. 


Thanavarna 


Ni Padame Gatiyani 


14. 


Manipravala 


Indumukhi 




Thanavarna 




15. 


Kriti 


Annida Na Palidi 


16. 


Kriti 


Tandana Ahi 


17. 


Kriti 


Sri Hari Pada Tirtha 


18. 


Kriti 


Vande Govindarajam 


19. 


Tarangam 


Sn Vasudeva Prabho 


20. 


Kriti 


Shambho Jagadisha 


21. 


Kriti 


Sharade Sadashraye 


22. 


Kriti 


Shankarabharana Shayana 



TALA COMPOSER 



Mattya 


Venkatamakhin 


Triputa 


Govindacharya 


Mattya 


- 


Simhanandana 


- 


Adi 


- 


Mattya 


Subbarama Dikshitar 


Roopaka 


Swati Tirunal 


Adi 


Ponnaiah 


Adi 


Kunnakkudi Krishna 


Ata 


Ramaswami Dikshitar 


Adi 


Veena Kuppaiyer 


Ata 


Swati Tirunal 


Adi 


Palani Subramanya Bhagavatar 


Ati 


Swati Tirunal 


Adi 


Annamacharya 


Adi 


Annamacharya 


Ata 


Tallapakkam Chinnayya 


Adi 


Margadarshi Sesha Iyengar 


Chapu 


Narayana Tirtha 


Adi 


Ramaswami Dikshitar 


Tishra Eka 


Krishnawamy Ayya- 


Eka 


Krishnaswami Ayya 



COMPENDIUM OF COMPOSITIONS 



SR. TYPE OF TITLE OF COMPOSITION 

NO. COMPOSITION 



23. 


Kriti 


Elagu Daya Vachhura 


24. 


Kriti 


Eduta Nilachide 


25. 


Kriti 


Ivaragu Juchinadi 


26. 


Kriti 


Emi Neramu 


27. 


Kriti 


Mariyada Gadura 


28. 


Kriti 


Swararagasudha 


29. 


Kriti 


Sundareshwaruni 


30. 


Kriti 


Ramaramana Ra Ra 


31. 


Kriti 


Naa Pali Sri Rama 


32. 


Kriti 


barasa Netra 


33. 


Kriti 


Enduku Peddalavale 


34. 


Kriti 


Bhakti Bhiksha 


35. 


Kriti 


Manasu Swadhina 


36. 


Kriti 


Vallagadanka 


37. 


Kriti 


Shambho Shiva 


38. 


Kriti 


Vishnuvahanuti 


39. 


Kriti 


Enduku I Chalamu 


40. 


Kriti 


Nannu Brovakanu 


41. 


Kriti 


Buddhi Radu 


42. 


Divyanama 
Sankeertana 


Pahi Ramachandra 


43. 


-do- 


Rama Sitarama 



IN SHANKARABHARANAM 



TALA COMPOSER 



Chapu 

Adi 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

Roopaka 

-do- 

-do- 

-do- 

-do- 

Triputa 

-do- 

Chapu 

Adi 

-do 



Pallavi Gopala Aiyer 
Tyagarajaswami 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-do- 

-6o- 

-do- 

-do- 

-do- 

-do- 



SR. TYPE OF TITLE OF COMPOSITION 



NO. 


COMPOSITION 




44. 


Divyanama 
Sankeertana 


Sitapati Kavavayya 


45. 


-do- 


Rama Ninnu Vina 


46. 


-do- 


Sri Raghu Vara 


47. 


-rlo- 


Gatamoharchita 


48. 


-do- 


Paripalaya Dasharathi 


49. 


-do- 


Varalila Ganalola 


50. 


-do- 


Sita Kalyana 


51. 


Laali 


Rama Sri Rama 


52. 


Kriti 


Tarakeshwara 


53. 


Kriti 


Nagalingam 


54. 


Kriti 


Pavanatmajam 


55. 


Kriti 


Brihadeeshwaraya 


56. 


Kriti 


Sadashivam 


57. 


Kriti 


Girijayajaya 


58. 


Kriti 


Gurumoorthe 


59. 


Kriti 


Sundareshwaraya 


60. 


Kriti 


Sri Kamalambikaya 


61. 


Kriti 


Dakshinamoorthe 


62. 


Kriti 


Saroja Dala Netri 


63. 


Kriti 


Devi Meena Netri 


64. 


Kriti 


Nrutyati Nrutyati 


65. 


Kriti 


Rajvvaksha Baro 



TALA 



COMPOSER 



Adi Tyagarajaswami 



Roopaka 


-do- 


-do- 


-do- 


-do- 


-do- 


Chapu 


-do- 


Tishra Laghu 


-do- 


Khanda Laghu 


-do- 


Adi 


-do- 


Adi 


Dikshitar 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


Roopaka 


-do- 


-do- 


-do- 


-do- 


-do- 


Jhampa 


-do- 


Adi 


Shyama Shastri 


-do- 


-do- 


Adi 


Swati Tirunal 


-do- 


-do- 



SR. TYPE OF TITLE OF COMPOSITION 

NO. COMPOSITION 



66. 


Kriti 


Kalaye Parvatinatham 


67. 


Kriti 


Nannu Karuninchi 


68. 


Kriti 


Baagu Miraganu 


69. 


Kriti 


Mahima Teliya Tarama 


70. 


Kriti 


Intanusu Vinnavindune 


71. 


Kriti 


Vedale Namma 


72. 


K.iti 


Ni Daya Etula Galuguno 


73. 


Kriti 


Damodaram Anisham 


74. 


Kriti 


Ishane Koti Soorya 


75. 


Kriti 


Nadippavane Chitsabhai 


76. 


Kriti 


Kandapin Kannkulira 


77. 


Kriti 


Adiya Pada 


78. 


Kriti 


Saranagati Enru 


79. 


Kriti 


Saranagati Enru 


80. 


Kriti 


En Kanavai Kelai 


81. 


Kriti 


Aar Enru Ennamale 


82. 


Kriti 


Nallor Periyor 


83. 


Kriti 


Lakini Madindal 


84. 


Kriti 


Indrajitte Un 


85. 


Kriti 


Kattil irukka 


86. 


Kriti 


Kannikaiye 


87. 


Kriti 


Kolahalamagak Kadal 



TALA COMPOSER 



Chapu Swati Tirunal 
Chapu -do- 

Roopaka Veenai Kuppaiyer 

Roopaka Anayya 

Adi Anayya 

Mishra Chapu Melattur Venkatarama Shastri 

Adi Mysore Vasudevachar 

-do- -do- 

Adi Muthuthandavaj 

Roopaka -do- 

Adi -do- 

Chapu Gopalakrishna Bharati 

Adi -do- 

-do- Arunachala Kavi 

-do- -do- 

-do- -do- 

-do- -do- 

-do- -do- 

-do- -do- 

Chapu -do- 

-do- -do- 

-do- -do- 



SR. TYPE OF TITLE OF COMPOSITION 

NO. COMPOSITION 



88. 


Kriti 


Enran Angadan 


89. 


Kriti 


Dheera Ravana 


90. 


Kriti 


Nandan Charitram 


91. 


Kriti 


Annai Janaki 


92. 


Kriti 


Nannu Karuninchi 


93. 


Kriti 


Ashta Yoga Prabhava 


94. 


Kriti 


Parashakti Parashakti Parakela 


95. 


Kriti 


Shri Shali vatisha 


96. 


Kriti 


Shankaracharyam 


97. 


Kriti 


Sahajaguna 


no 

98. 


Kriti 


Devaki Tanayuni 


aa. 


rsnti 


Ghandrarekha 


l UU. 


IN 11 1 1 


Gangadhara 


101 . 


Kriti 


Manadir Kishainda 


102. 


Kriti 


Muthu Kumaraiyane 


103. 


Kriti 


Tookkiya Tiruvadi 


104. 


Kriti 


Madhava 


105. 


Kriti 


Kamalamba Annaye 


106. 


Kriti 


Pashupati Padam 


107. 


Daru 


Singarampu Pallaki 


108. 


Devaranama 


Hari Narayana 


109. 


-do- 


Yamanelyo 



TALA COMPOSER 



Chapu 


Arunachala Kavi 


-6o- 


-do- 


Adi 


Gopalakrishna Bharati 


Chapu 


Arunachala Kavi 


Roopaka 


Garbhapurivasa 


-do- 


Kumara Eddappa 


-do- 


Subbarama Dihshitar 


-do- 


-do- 


Adi 


-do- 


-do- 


MuthaiaJi Bhagavatar 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


-do- 


Roopaka 


Ramaswami Sivan 


Adi 


Suddhananda Bharati 


-do- 


Papansam Sivam 


-do- 


-do- 


-do- 


-do- 


Chapu 


Shahji Maharaj 


Adi 


Purandaradasa 


-do- 


-do- 



SR. TYPE OF TITLE OF COMPOSITION 

NO. COMPOSITION 



1 1 f» 
1 lU. 


w/tfVai diiciiua 


Harivp aati 


111. 


-ao- 


Talc rvaiiydiia 


112. 


-do- 


Mom ii a Qharira 


1 13. 


-oo- 


Thalu Thaleto 


114. 


Devaranama 


Isallya i noro 


115. 


-do- 


D inna Rarr\ P anHi if anna 1 

Kanga oaro ronuuianya 


116. 


-do- 


Honiya Neneyiro 


117. 


-do- 


oaaoi Maatiiu 


118. 


-do- 


onana Maun ayya 


119. 


-do- 


P\hr irhf i Minna 


120. 


-do- 


1 cu ISO oi 1 nai l 




-do- 


Rflfflwfl Ranoa 


122. 


-do- 


Plow a RanHa NsfTimA 


123. 


-do- 


nharaninp PlhorPX/PHfill 
L/ 1 la 1 diii yc i ivji c jvi iww 


124. 


-do- 


QaruanaradhavA 

Oat Vapai avjiia»a 


1 ot 
1 dt>. 


-oo- 


Ninna Bhaktivannu 


126. 


-do- 


c nann Apnp Ranna 

CLMdyu AAdNC rxauya 


127. 


-do- 


Tugire Rangana 


128. 


-do- 


Iko Namma Swami 


129. 


-do- 


Rama Nama Payasake 


130. 


-do- 


Pogadirelo Ranga 


131. 


-do- 


Hariya Nenayadiha 


132. 


-do- 


Manavenna Mata 



TALA COMPOSER 



Adi 




Purandaradasa 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


Triputa 




-do- 


-do- 




-do- 


-do- 




-do- 


-do- 




-do- 


Chapu 




-do- 


-do- 




-do- 


-do- 




-do- 


Ata 




-do- 


-do- 




-do- 


-do- 




-do- 



SR. 


TYPE OF 


TITLE OF COMPOSITION 


TAI A 


COMPOSER 


NO. 


COMPOSITION 








133. 


Devaranama 


HeyaveHihudeyya 


Ata 


r uranaaraaasa 


134. 


-do- 


Nine Dayaparano 


-do- 


-do- 


135. 


-do- 


Enthavanenthavane 


-do- 


-do- 


136. 


-do- 


Kande Naa Kanasuhali 


Ata 


-rln. 


137. 


-do- 


Rakshisu Lokanayakane 


-do- 




138. 


-do- 


Karuninisu Kelu 


-do- 


-do- 


139. 


-do- 


Maganendadisuvalu 


-do- 


-00- 


140. 


-do- 


Barabeku Rangayya 


-do- 


uu 


141. 


-do- 


Ambiga Na Ninna 


-do- 


-do 


142. 


Thevaram 


Parashu Pan'tyar 


Roopaka 


(jnanasambandnar 


143. 


-do- 


Aalanizhaluganda 


Chapu 


-oo- 


144. 


-do- 


Uttrumai Servadu 


Adi 


-00- 


145. 


-do- 


Talaye Ni Vanangai 


Roopaka 


Appar 


146. 


-do- 


Ponnaar Meniyane 


-do- 


OUnual alliLAji LIU 
• 


147. 


-do- 


Battimaiyum Adimaiyum 


A -i ' 

Adi 


-ao- 


148. 


Pasuram 


Mayakkootta 


-do- 


i-nq 1 1 m ic«*. i ixt ai 


149. 


Tiruppugazh 


Kadi Modi 


Adi 


Mruiidyii iiujLiiai 


150. 


Ashtapadi 


Pashyati Dishi Dishi 


Triputa 


lauaHpua 

jdydUcvd 


151. 


kirit 


Sarvam Brahmamayam 


Adi 


badasniva branmam 


152. 


-do- 


Gayati Vanamali 


-do- 


-oo- 


153. 


-do- 


Chintanaasti 


-do- 


-do- 


154. 


-do- 


Prananatha Birana 


Adi 




155. 


Padam 


Evvade Vaadu 


Triputa 


Kshetrayya 



V 



SR. 


TYPE OF 


1 1 1 Ltl Ur U<~1 WlrUol I \\J\h 


TALA 


COMPOSER 


NO. 


COMPOSITION 








156. 


Padam 


Challanayeni 


Triputa 


Kshetrayya 


157. 


-do- 


Maname Bhushanamu 


-do- 


- 


158. 


-do- 


Darijoochu 


Chapu 


Sabhapati Ayyar 


159. 


-do- 


Nalla Nalla Nilavu 


Adi 


Ghanam Krishna Ayyar 


160. 


Padam 


Manadariyamal 


Adi 


Muthuthandavar 


161. 


-do- 


Sollavarai Shedi 


-do- 




162. 


Tillana 


Natru Deem Deem Tana 


uesnaui 


Sriranaam Ranaaswarni 


163. 


-do- 


Natru Deem Deem 


Deshadi 


Ramanathapuram Srinivasa 
Iyengar 


164. 


-do- 


Thatha Thaiya 


Adi 


Ponnaiah Pillai 



p 

! 
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BEAUIjFUL BOUNTIFUL BEGADA 

Respected Vidwans and Vidushis! 

I recall an event over thirty years back, a convocation ceremony of the Hindi Prachar Sabha which was presided over 
by Babu Jagjivan Ram when he addressed the audience as "Devis and Devatas". Degree receipients were introduced 
by their names and Babuji had heard enough of names of Gods and Godesses. We do not have Munnas, Chunnis ot 
Lallus In South India. I perceive in this audience, connossieurs and congniscenti of Karnatic Music, I take the liberty 
to address you thus, with due respect. 

This programme, which is a command performance, is dedicated to the memory of my friend, philosopher, 
Gurubandhu and Gotra- bandhu-the late Sangita Kalanidhi D.K. Jayaramnn. I have had the privilege of his presenting 
my compositions, year after year, at the Music Academy, A personal bereavement that very morning, prohibited my 
attending DKJ's concert at the Academy, on the 23rd December 1990. He broke the tradition and did not present my 
Kriti in Raga Darbar, though fully prepared. Perhaps premonition he is no more amongst us to present my composi- 
tions. The blow was softened when his ardent disciples presented this Darbar Kriti in the Academy premises, sometime 
after his death. So, when tiis disciples demand this lec-dem and also chose the topic I am indebted that much to fulfill 
their wish. This is the cause, the genesis of this presentation. 

Research can be dual in nature-digging out old in new or seeking something new in old. Old in the new, known as 
pristine purity, has value in Karnatic Music. What is new now, may turn old in time to come; or what is said to be new 
may really be old. like some "rediscovered Ragas". 

Raga Begada is not new but is not antiguated too. Early musical treatises like Sangita-Ratnakara, Sangita Makaranda 
and Swara-Mela-Kalanidhi have no reference to Raga Begada. After a long span when only ten or twelve Melakarta 
Ragas were classified, when the parental, the Janaka Raga, of Begada, Shankarabharanam, was itself considered as 
a Janya Raga, there came the Battees or thirty-two Melakarta Raga scheme, an evolution of the erudite Lingayat Saint, 
Vara Shiva Yogi of Kollegal-whon Shankarabharanam was upgraded rightly as a Melakarta Raga Indications are 
available that Begada existed in the sixteenth century - as a Kshetragna Pada and a Devaranama of Purandaradasa 
are sung in Begada. The authenticity of these tunes can and are being questioned, compounded by the complexities 
of present - day Pundits tuning Devaranamas in Hamsadhwani and Rasikapriya. Raga Begada is referred to in the 
Chaturdandi Prakashika and Sangraha Choodamani, both dating to the early eighteenth century. Begada is one ol 
the twenty eight Ragas In which we have compositions of all members of the Karnatic Musical Trinity. Subbarama 
Dikshitar's Sampradya-Pradarshini, published towards the end of the last century, has an expansive exposition ol 
Raga Begada. 

Begada is a popular Raga-though not as popular as Todi. Kalyani, Karaharapriya, Khamboji, Shankarabharanam or 
Shanmukhapriya. It is a Bhashanrja Raga derived from Shankarabharanam. The Ranjakatva or aesthetic beauty ol 
a Raga, is increased by the introduction of a Swara extraneous to the parental scale. Bhashanga Ragas derived from 
Shankarabharanam are noted mainly for the prayoga or use ol the Kaishiki-Nishada. A slight drop in the Shruti level 
of the Nishada Swara, is seen in Bhashanga Ragas stemming from Shankarabharanam, like Saraswati Manohari, 
Poorna Chandrika and Navroze-giving the impression of the Kaishiki Nishada. Other Bhashanga Ragas derived from 



Bhankarabhanam like Bilahari, Begada. Devagandhari, Kedara and Neelambari-are characterised by the pronounced 
usage of the Kaishiki Nishada. 

Begada is neither a Sankeerna nor a Vishada Raga. Scope tor delineation in Alapana is adequate but not ample. The 
nuances of Begada are best heard when tho fine-tuned Gamakas and special Rakti Swara-Prayogas are sounded. 
Erudite scholars have called Begada as a Gamaka-Shruti-Prayoga-Vishada-Raga-similar to Ragas like Kanada, Saveri, 
Ahiri etc. 

The bane, the curse of Karnalic Music is the divergence of views expressed by different schools. In his Lakshana- 
Shloka, Venkatamakhin describes Begada as: 



This means that the asecnding scale, the Arohana, does not have the Rishabha Swata We note that in the 
Lakshana-Geetha composed in Begada, by Venkatamakhin, the Dhaivata Swara is used only in the decending scale 
or Avarohana. This Geetha, "Chaturanga Panasankula". is set to Roopaka-Dhruva Tala. Does this imply that the 
Arohana is Sa-ga-ma-pa-ni-ni-Sa? This is not the conceptual structure of tho Raga Begada we know Govindacharya 
presents a different picture of Raga Begada: 



The ascending scale or Arohans is complete-but structured In a Vakra-Gali, a zig-zag manner No school.denies that 
the Avarohana is complete and is In a seriatim order. We do find Prayogas like "pa-dha-ni-Sa" and "ni-dha-ni-Sa" in 
some compositions in Raga Begada. If we strictly follow the prescription of Govindacharya. the Arohana-Scale will 
be: 

"Sa-ga-ri-ga-ma-pa-dha-pa-Sa" 

Perhaps, a latter-day compromise, to accommodate Swara-Prayogas referred to. was such, that the Arohana scale 
of Begada became: 

"Sa-ga-ri-ga-ma-pa-dha-pa-Sa" 
Both Arohana scales are accepted. Dikshilar's school follows the second scale. 



The reversion or Vakra at the Gandhara Swara, is a hall-mark of Begada. The "pa-dha-pa-Sa" Vakra, reminds as ol 
Ragas with similar Prayogas. The immediate cousin of Begada, Raga Poomachandrika has this "pa-dha-pa-Sa" 
usage-but does not have the Gandhara coming down to the Rishabha in the Arohana. Poorvi-Kalyani is a Prali-Mad- 
h>ama Raga with a similar scale. Ananda Bhairavi is highly structurally similar. Take Ragas with mere "Pa-dha-Sa" 
in tiie Aiohana, like Bilahari and Mohanam. All these Ragas are well suited for expression of Ananda, Bliaktl, Shanta 
and Shringara Rasas. Does the Swara-Prayoga, "Pa-dha-pa- Sa" have any inter-relation with Ananda Rasa Anubhava? 
This is food for thought, matter for research. 

Lakshana-Geethams and Varnams are compositions in which the beauty of Ragas comes out very vividly. Tyagarajas- 
waml did not use the Khanda-Ata Tala. Dikshitar used it in four kritis- curiously, throe in Raga Khamboji. Shyama 
Shastri has created two pieces in this Tala-a Mangala Kriti in Kalyani, "Shankari Shankari" and a rare Varnam in Ananda 
Bhairavi, "Sami Rammanave". We come across a list of fifteen Varnams in Khanda- Ata Tala, in a book called 
"Varna-Manjari". The toughest Varnam, in Bhairavi, in this Tala, was composed by Pacchimiriyam Adiyappaiah, who 
was reluctant to take on Pallavi Gopala Ayyar as a disciple. Gopala Ayyar took such reluctance as an insult and 
demonstrated his Sangita and Laya Gnana by composing Khanda-Ata- Tala Varnams like "Vanajaksha" in Kalyani 
and Kanakangi " in Todi. The Kanda-Ala-Tala Varnam we propose to present, obviously in Raga Begada, is a rare 
composition of Patnam Subramanya Ayyar which we accord priority over the Adi-Tala Varnams in Begada. 
•ichalamu" and "Dayanidhe". 

R. VEDAVALLI SINGS "MARACHIYUNDETHI" (VARNAM) 

A shloka frum the Padma-Purana gives the six paths of devotion as Shaiva. Vaishnava, Shakta, Gaanapathya. Kowmara 

and Skaanda. , » i »1 

Worship of Ganapathi dates back to Rig-Vedic days 

■j^^rUHi" Ji^iH'u^ ^nr^-- ^itTjw^n/f ;) 

Brahamanaspati is a Rig-Vedic God, equated with Ganesfia, for which reason, this worship is considered to be older 
than worship of Shiva too! We find a scene in the Tulsi-Ramayan, where Parvati and Parameshwara perform 
Ganapathi-Pooja before their marriage! Tantric rituals apart, even Vaishnavism accepts Ganesh Vandana. Note the 
words, "Hari-Agnya", " will of Had, in this regard, In a Devaranama in Raga Gambheera-Nattai (JHALAK) 

Vishishtadwaitic Vaishnavism accords Vinayaka. a status second only to that of Vishwaksona. Note the words 
"Ganapati Samana Vishwaksenam" in a Nayaki Kriti by Dikshitar. All Vaishnavite temples will have a Ganesha-Moorthi 
somewhere; we can see Ganesha at the entrance to the Moola-Slhana at Sri-Rangam. Of course, he has been 
convered to viashnavism and is called "Tumbikkai- Azhwar" All sects allow Ganesha-worship. 

We are in Tamil Nadu and Tamil literature abounds In obeissance to Ganesha: »»/?>. " 



II be doubly-lining .commence Ibis presentation wih a TanMrtt h Begada. on Ganesha. Dikshltars "Vallnbha 
Naayakasya" 18 well known and Viiaya villhala Dasa s Kannada composi.ion "Gaiavadana Raliso" is lesser known 
Leas, known Is ll» fact hat lb, Melathur Bhagavatha Mela commenced with a Gancsha-Sluti In Begada- Ganapalb, 
Vacche ioodare. bhaklilo meoruga". We opl lor a Tan.il composition 



SRIVATSA SINGS AIYANE AINKARANE 



Soma Vidwans do subscribe to tbo adage "Adwam Adbwanan,. T«ugu 1 =.... Kannadn Kasbrnya . One dl ,b, biggest 
polibia, blunders committed ,n ou, country was ils division on a linguislio basis. Kaver, water does no com. 
o .'a-ays No sign o. Krisbna-water. as yet. Remaps, a vidwan sboutd render "Krishna Nee Begane baro standing 
in nee deep water, to baslen Ibe process. Tyagaraiaswami. Htt and Sbyaina Sbasui were, as compose,^ 
di-nngua, or even mul.l-lingua, Mus,e knows no languag.-barrlers We tbere.ore. disagree w„ , e Sanketa o. u 
Vidwans Goodwill Is needed nowadays. Goodwin. In Western cutlure. is expressed by a ban .bake The kte-ton 
Itparabtecompanlonshipbetweenamanandawomanstariswilhtheho^ 

seek the Lords aid atleas, allegorically, by ,.y,ng to bold lo His band. See Shankaracharyas Kamavalamban - to r 

Jksbmi- Nrusimba Karaavalambam, Rurandaradasa pleads ,d tbe Lord to lorgrve ,s srns and to b I , 

dand (JHALAK). Tbis tbeme bas caugb, tbe altentldn o, Tyagayyarval. wbo bas used tbrs theme as the c c o, . 
/proposition in Raga Maniari (JHALAK). Tbedoc.rine o, surrender. Saranagati Taltva. lelts us to b« on o t rd 
as a monkey babe would cling to its motber. Saiva Siddbantba calls thrs Markata-Nyaya as Srkkena.Rrdma, 
Tyagaraiaswami bas used tbis theme in a Kriti in Raga Begada. rendered in Adi-Tala. Tisbra Nada,. 

Cdntrnversies abound dvertbe use o. Tisbra-NadaiTala by the Trinity. Tradilion holds tha, ShyamaSbastri composed 
Z ZZ Krill. -Sbankar, Sh.amkunf in tbis Tata-Renditlon o, the Katyani KM "Biraana Varallccb, In Trsbra-Nada, 
tbe n- controversy about Oiksbilar. Ask a crilic-Dikshilar was a slow coach 

^^"JStJTTS^ « Tala. Tylgaraiaswamis kritis ■Rama Nee V-dU" in Kalyan, ar. 
Z22Z a ^ in Rantuvaratl go, cnlangted In Tisbra-Nadai. as modllicatlons by a current day uoyen and by 
Bharatanatyam-ballet-producers respectively. 

Vedavalli ji, how do Iyengars call Rnsam In Tamil? » - {?}!* ' 1 

Vedavalli |l, howjo Iyengars call Tayir-Sadam? Q Jfr»«f ' M"* UD 

lyengar.-baiting is a favourite pastime ot a fraternity. Alas. 

... mlo wi „, nieasure In this presentation dedicated to a liberal, liberated 

discrimination is a legacy o( the Cholas: 



Kalidasa did not differentiate: Q&H S$f J ^ ^ ^ ' ^ 

Bharlruharl did not distinguish: c\\ rfV^ I 

Mallinatha saw no distinctly: ':}jj(^fV >|U?FI£ | 

Peyazhwar of Mylapore did no differentiate 1 £A H^^"— u l 10 O 
Tyagarajaswaml did not differentiate between Shiva and Vishnu, as can be seen from the composition: 



R. VEDAVALLI & SRIVATS SING GEETIGA NANNU (TYAGARAJA) 



Rationalism and inquiry are essential and welcome-even in philosophy and metaphysics. The Shrutis. the 
Upanishadas. are known for the question-answer system. One Upanishad is calle Prashnopanishad. the "question- 
Upanishad" Questioning Is permitted even in Karnatic Music (JHALAK). Questioning or self- questioning, should be 
introspective-it will arouse the paramatman residing in you. "Olage nodi-Dharma" (JHALAK) says Purandaradasa. 
Introspection will show that there is a superior Force beyond US-call it what you may. The thousand- hooded holde. 
of the Earth. Sesha. is unable to predict events- what can a Pattar called Seshan predict? We need Divine Grace, that 
little bit of luck. The Upanishadas say: ^jfagflm^fgjfr «^5|WL <j|«-rM Q'l?rl J 3t?^r'°l 

iWjRJ: ^uy.wct #n^TPR 

Prasada. means Divine Grace-not Pongal or Dhadhyodanam. We can. with humility, implore bestowal of Divine Grace 
on us-especially with or through the Mother. Remember Ramdas "Nannu Brovamani Cheppave"? Mazhava. 
Chidambara Bharati. the composer of this century, has used this topic as the theme for a composition in Raga Begada. 
Jayaraman used to render many Tamil songs in his concerts. Including "Maa mayura meedhil eri va" in B,lahan. by 
Chidambara Bharati. It will be appropriate to Include in this reportoire. a Tamil composition of Chidambara Bharati. 
at this juncture: 



R. VEDAVALLI SINGS KARUNAITTANDENNAI (MAZHAVAI CB) 



Think of a calf amidst a hundred cows. The calf will make a bee- line to its mo.her-cow. Imagine |ust one cow In the 
midst of a hundred calves. The cow will permit only its calf to come near and .0 feed. This unique bovlne-affection. 
this cow-calf relationship had kindled the felicity of many poets including Kambar: 



Mife 



This bondage between a child and mother is divine. Perhaps, this is the motivation to call the Universal Mother as 
Go-Matl. 

Suppression of Shakta was one of the many achievements of Shankaracharya. He curbed the destructive potential 
of Kali, at great risk to his life and converted her to Kamakshl of the Kamakoti Peetha. Shankaracharya consecrated 
and canalised the Roudra-Shakti of Devi into an ear-ornament, the Tatanka, which Is adorned by Devi Akhilandeshwarl 
as "Maata" - as "mother". This Kriti, which is the Lalita-Sahasranama in miniature form, is well known for dictional 
dignity, for Bhasha Gowrava. Dr. V. Raghavan used to adore this Dikshitar Kriti, which is an apt example of the 
Venkatamakhin Sampradaya of Begada Raga. 



R. VEDAVALl I & SRIVATSA SING SRIMAT AH SHIVA (DIKSHITAR) 



In a recent publication, we come across a composition of Annamacharya. "Itarulaku Neenu", in Raga Begada. A 
padam of Kshetrayya "Yaala Padare", is sung in Begada. While the authenticity of Annamacharya's kriti can be 
questioned, the veracity of the Padam cannot be questioned - as this Padam comes from the Dhanammal school • 
which is integral to the ninth schedule of Karnatic Music's constitution. Does this mean that Begada was in vogue, in 
the sixteenth centry? A manuscript - proven composition of the great Margadarshi Sesha Iyengar, in Begada 
"Paahimam Sri Raghu Nayaka" is indicative that Begada was in use in the seventeenth century. A near-contemporary 
of Sesha Iyengar. Vijaya Vitthala Dasa (1637-1735) composed in Begada. The Trinity composed songs in Begada. 
Raga Begada appears to have been in use in the early part of the seventeenth century. What about the preceding 
period, the era o! Purandara Dasa, the latter half of the sixteenth century? There is no reference to Raga Begada. in 
the Rasakowmudi. written by Srikantha, a disciple of a disciple of Purandaradasa, in the early seventeenth century. 
Begada is not used in the "Krishna Leela Tarangini" of Narayana Teertha-early seventeenth century. Yet. traditionally, 
we have a Devaranama in Begada, thus rendered and notated about sixty years back. We must give the benefit ol 
doubt and assume that Begada was in vogue in Purandaradasa's time. This Devaranama, with unique Swara-Prayogas, 
shows amply that Begada is a derivative of Shankarabharanam. The musical content of this Devaranama. by itself, 
merits inclusion in this presentation. 



R. VEDAVALU & SRIVATSA SING "HARIYE SARVOTTAMAH" (PURANDARADASA) 



The use of the Ragamudra is a technique associated with Mulhuswami Dikshitar. Many examples can be cited. 
(JHALAK). Shyama Shastri used it only in his Bhairavi and Kalyanl compositions. A pretentious-patron or pseudo- 
pandit contradicted the popular view that Tyagayyarval never used this method, by pointing out a Kriti supposedly in 
Todi Raga. "Sani Toditeve". This was too much to bear for an intelligent spectator, who rose and rebuked the patron 
sarcastically, stating that Tyagaraja had used the Patron s name before the Rega-Mudra, meaning that he was Shanl. 
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Mulhuswami Dikshitar apart, Muthaiah Bhagavatar has composed Navagralia Kritis and liis composition dedicated 
to Sliani, 'Chaayaadevi priyatanayam, samarameem sa vinayam". isinBegada. Is Begada "Shanikki pidicclia Raga '? 

Begada Raga is not so simple. The swaras giving Ranjakatva are the Madhyama and the Nishada. In some Prayaogas 
like Ga-p3-Ma-Pa or Maa-Pa ga. the Madhyama tends to move to a Shruti level which is neither Suddha Madhyama 
or Prati Madyama. It sounds something in hetweon, like Govindacharya's Pratyantaia Madhyama Madhyama, In 
Begada. manifests in many ways, as a many splendoured Swara and is a unique as the Saveri Madhyama or the Varali 
Madhyama. In some prayogas like "Pa-Ni-Sa-dha-pa". "Ni-Sa-Ni-dhaa-Ri- Sa", the Nishada sounds somewhere 
between the Kaishi!;i and Kakali Nishadas, Begada is a complex Raga. 

Theoretically called a Sarvakalika Raga, one which can be rendered at any time ol the day, elders felt that the effect 
is best if sung in the afternoon, around 3 30 pm. The Raga before Begada, in the Kalakrama-cycle wwas Mukharito 
bs sung around 2:00 or 2.30 pm. Some learned Vidwans have rendered Mukhari and Begada, in succession, as 
contrasts with striking effect. I recall a concert at the Academy in 1983, when Sangita Kalanldhl Smt D.K Pattammal 
achieved this excellent elfect by rendering Begada (Bhaktuni Charitra) and Mukhari (Eppudu Kripa) in succession As 
a Begada-artiste, Smt. Pattammal is known for her rendition of Tyagaraja's "Nueve raa Kuladhanamu", with stress on 
the Gandhara and for Dikshitar's "Tyauarajaya Namaslhe". We opt for the Dikshitar-Kriti because of the super-lin- 
guistic skill seen in that song-in the Chitlaswara passage. Deep conisderation will show that the end of the 
Swara-passage means move (gama) to the Lord's feet (pada) be there nearly (pa) (sa) and give all fruits of Karma 
(Parityaga) A recorded rendition of this song, by my Guru: 



RECORDED PLAY: TYAGARAJAYA NAMASTHE 



Tyagarajaswami's prolific output in Begada is monumental and his nine compositions are called Navaratnas. These 
kritis, Bhava, apart, cover a wide laya-framework too. In what is considered to be his best Kritiin Begada, Tyagayyarval 
dwells on the theme of practice, "Upasana" of "musical devotion", nada. The Vishnu- Purana says that music is an 
aspect of the Lord's form. 



Tyagarajaswami has composed many songs on Nadopasana, like Naada- Sudha Rasam, Raaga-Sudha Rasa, 
Swara-Raaga Sudha, Geethartamu. Sangita-Sastra Gnanamu etc: In this Begada Krili, the sound of the "Madhyama" 
Swara at the commencement of the song makes all the dilference, as is the case with the Kriti "Neenendu Vedagudura" 
Vainika-Vidwans know the intricacies of the Madhyama-Swara. in Begada Raga Shiva was, is a great Vainika The 
grace, the full someness of Begada is seen best in the Vilambakala. or slow-tempo, of this Kriti: 



R. VEDAVALLI SINGS NADOPASANA (TYAGARAJA) 



Vocalists, especially "Kanakku" based cost-accountants apart, percussionists and instrumentalists know the "added 
value" of Swaras. Many recall Mani Ayyar's accompaniment to Ariyakudi. when he virtually played "Endaro 
Mahanubhavulu" on the Mridanga. The Shruti-Suddki ol the mridanga-vidwan. Narayanaswami Appa was such, that 
vocalists tuned their voices to the Mridanga- Shruti; not vice-versa as pracriced nowadays. Their high calibre was 
such that they were independent they were "Swatantrulu". an expression or term used by Ayyarval In the song we 
just heard. This term is an object or subject ol interpretation. Does "Swatantrulu" refer to Swatantra leaders like Rajaji, 
Masani or N.G. Ranga? Even Brahma. Vishnu and Mahesha have their Srishti. Sthithi and Samhara Dharma to perform 
and are not independent- "Swatantrulu". A commentator of nowadaus has interpreted "Swatantrulu" as those who 
are not bound by anyones orders; 

The Saint-poet-philosopher, Vedanta Desika. is called "Sarvatantra-Swatantra". He was a conservative Sanatanist, 
not an independent who rebelled against all Tantras or tenets. The term "Swa tantra" means sell-practicioners; those 
who realise the Truth by practice. "Nadopasana" means practice of Nada. It is with humility and regret that I have 
to convey disagreement with such obtruse interpretations. 

The easiest way to salvation in Kali-Yuga is by chanting the Lord's name. € a*75?I« gvj ' ^"WLj 
Rama-Nama, a synthesis of the Shiva-Panchakshari and of the Narayana Ashtakshari, chanted knowingly 01 
unknowingly, leads to Deliverance. Take Valmiki's case. The alphabet 'Ra' comes from Narayana-Mantra and Ma" 
comes from Shiva-Mantra to form "Rama". Think of a Japa-practiocioner. who incessantly repeated Rama-Nama, 
even when in prison. Tyagarajaswami proclaims him as a "Bhagavatha-Agresara", ranking him along with Narada, 
Prahlada and Parasara. in a Keervani-Kriti. Ayyarval extolls the Taraka-Nama. associating this great-Bhakta with it. in 
a Devagandhari-Raga Kriti. What we extoll? Taraka-Rama from Nandumuri? This greate devotee, a disciple ol 
Ramananda or Kahir. declares that lie has unravelled the mystery "Marmamu Delisina" by repeated chat. He calls 
Rama-Nama the real-mantra. I would also shout "RaamNaam Satya Hai" but for the solemnity of this occassion. This 
Bhakta. Bhadrachala Ramsad. expresses this view In a Kriti rendered in Begada. which we now present. 



SRIVATSA SINGS TAARAKA MANTRAMU (RAMDAS) 



Rama, the Maryada - Purushottama, the epitome ol virtue, was the source ol attraction and inspiration to all to 
Paamaraas and Panditas. Does Rama nowadays belong to a particular party? A vldwan who rendered 
"Ramachandram Bhavayami" corrected the imbalance by singing "Karunanidhi Halo" Nowadays he may have to 
sing "Nannu brovu Jaya Lalita". The inspiration. Rama was a pleasing-subject "Manohara". Visual Arts and 
performing Arts are both line arts. There is a distinct relation between painiii ig and music - as was shown at the N.C.P.A. 
in a Jugalbandhi between Bhimsen Joshi and M.F. Hussain. We have the Raga Ragini paintings ol the Jaipur and 



(?) 

Kanga Schools, relating to Hindustani music. This relationship was not emphasised In Karnatic-Music, though not 
totally neglected. Ragas are associated with colours. Pre dawn Ragas like Rovagupti and Bowli are ink-blue or blue- 
green. Bhoopalam is considered grey, while Malavagowla sung at sunrise is whitish. Bilahari sung as the Sun emerges 
is pinkish. Saveri as the sun rises reddish. Shadow-effects dominate In succeeding Ragas like Dhanyashi. Todi and 
Asaveri. Mid-day Ragas like Madhyamavati indicate the stifled but restful atmosphere - light brown in colour. 
Thereafter, torture by opperssive heat, dark brown in colour. Mukhari. When the breeze sets in, the time for Begada. 
the landscape is yellow. Afterwards greenish-hued Ragas like Charukesi. Mara Ranjani - followed by pre-sunset golden 
hues of Hemavati, pink of Kalyani. bluish-pink of Poorvi- Kalyani, light blue of Bhairavi and finally, deep blue of 
Neelambari. 

My curiosity was aroused by an expression "Kanaka Suruchira Nija Vasana" in a Begada Kriti. Kanaka in Sanskrit, 
relates to gold. Begada is associated with yellow-colour. However, the colour of Kanakambara flower is orangish. 
Why lias the composer not used tfie term "peeta-Vasana" but used "Kanaka - Vasana"? Does it signify yellow colour? 
Did he purposely choose Begada as the Raga? 

Some Ragas were carried to distant climes by Ambassadors. When Hamsadhvani was sung in Andhra, the audience 
called it Revagupti without Dhaivata and with Kakali Nishada. Karaharapriya was not initially popular in Kerala - in 
Noorani Parameshwara Bhagavatar s time. Nowadays, it is quite popular, thanks to "Ayyappan Songs". Begada, 
was perhaps carried to Kerala, by ambassadors like Vadivelu. The expression on "Kanaka Vasana" we debated on, 
is found in a Begada - Kriti of Swati Tirunal. The quick-slide from Tarasthayi Gandhara to Madhyasthayi Rishabha in 
the Pallavi of this Kriti. gives it a punch, an effervescecce, a lilt. 



SRIVATSA SINGS "KARUNAKARA" (SWATI TIRUNAL) 



Does one perform to please or please to perform? All cannot be pleased sometimes we have to adopt ha'd options 
Shyama Shastri has composed one Varnam and two Kritis, all in Adi Tala. in Begada Raga. The kritis are "Kamakshi 
Nato Vada" and "Sami Ninne". We have, from this school. Subbaraya Shastri's "Shankari Newani",'a delectable 
composition. We have had four kritis in Adi-Tala. Interaction with Madam Director of the DKJ Foundation resulted in 
her reluctance to inclusion of "Dayanidhe" or "Shankari Neevani". since most disciples know these compositions. I 
do not know "Sami Ninne". However, priority, at this stage, has to be accorded to a composer associated with this 
Raga, at the cost of exclusion of the Shyama Shastri school. This composer rendered Begada at the Mysore Darbai 
for eight hours and enraptured the audience. Mysore Sadashiva Rao gave him the title, "Begada Subramanya Ayyar" 
Patnam Subramanya Ayyar has composed two lovely songs in Begada Raga. This Raga belongs to his school. Many 
have mistaken a composition by his disciple. Poochi Srinivasa Iyengar, "Anudinamunu Kavu Kayya", as Subramanya 
Ayyar's creation. Begada is a "Daro-Hara" of this school, wherefore, we opt for a Roopaka - Tala Kriti of Patnam 
Subramanya Ayyar. 



R. VEDAVALLI SINGS 



"MANASUNA NERA" (PATNAM S. IYER) 



I 

■The simplest of Gamakas. "Nokku" dominates prayogas In Begada and is associated with the two Nishada - Swaras. 
Padams and JaVall are Gamaka oriented compositions. Dealing will, the antiquity, wo mle.red to Kshetrayya • Pada 
In Begada. As stated earlier, the Rusabhava ol this Raga is suited tor depiction ol Ananda, Shanta. BhakU and Srlngara 
Rasas. A Padam In Begada. now: 



R VEDAVALLI SINGS "YAALA PADARE" 



Tamil Nadu is a federation comprising ol Pandya. Chora. Chola. Nadu. Kongu and Tondai Nadus Proverbs have 
that scholars were plenty In Tondai-Naadu. There were many musical centres in Tondai Mandalam like Karvetnayar, 
Veppagunta. Tlrupatl, Walajahpet, Chittoot and of course, Kanchlpuram (which includes Damal and Vengldi). 
Dharmapuri lies between Tondai and Kongu Nadu but shows more affinity towards Tondai-Nadu cultural ethos, with 
a distinct Andhra-Tamilian cultural fusion. This presentation might have boon heavy to some of you. Most may be 
eager to move out. This presentation is Hearing its conclusion, so do not walk out now. It will not befit you. "Idl neeku 

mariyada ga M • a Javali by Dharmapuri Subbarayar 



R VEDAVALLI & SRIVATSA SING IDI NEEKU " ( DSI > 



Siaiistical analysis of swa.a prayoga in the compositions by the Trinity shows that Madhyama dominates followed by 
Panchama. Nishada Dhaivata and Gandhara. The least occuring swara is Rishabha. Venkatamakhin may be obscure 
but is not wrong. Begada allows exposition by Alapana and Tana singing. Many Pallavis in this Raga were popular. 
Hence. Begada is a Naya or a Rakti-Raga. 

Patnam Subramanya Ayyar apart, some well-known musicians are associated with this Raga. 'Intachalamu" by Sri 
Semmangudi. in his heydays, was popular. Lalgudi Jayaraman. who has composed In this Raga, invariably presents 
a classical, satisfying rendition of Begada. Some associate Ramnad Krishnan with this Raga. I must mention Smt 
Pattammal s rendition of "Innam Paramukham" ol Duraiswami Kavirayar In cent-percent Nayana Pillai style. My 
tribute to Jayaraman is both musical and reverential - my offering on this occassion being the Pillaiyar - Kriti presented 
at the commencement of this presentation. 

Cutchori - Paddhatl has a proverb • "Aadhl Nattai. Begada mcegada. Anthya Sorattl", Begada is best rendered in the 
middle of a concert. "Mcegada" also moans - handed over to you. Vedavalliji and I have done our best to present, 
to hand over Begada to you. despite numerous constraints. Thanks lor your presence. 

I ., v , \ |, in M.wMM A SHI of-'AS 

Kvi i ,v;A • . • i 'AT Tl — V 



RAGA BEGADA 

Ragas of Kamatic Music are said to have had a genesis, an evolution, subsequent 
metamorphosis and eventual standardisation. There are select Ragas of none-too-ancient 
origin and with high popularity in current times. Some are meteoric-they rise fast and 
disappear too. If there be a Raga with distinct and unique musical features and immense 
popularity, it should be deemed as a phenomenon. Raga Begada, sans doubt, is a 
phenomenon. 

It would perhaps be unjust to state that this Raga was in its incipient stages in the sixteenth 
century, despite stray epigraphic or musicological evidence. Finite proof of existence in the 
Pre-Trinity era is found in a composition of Margadarshi Sesha Iyengar. 

As one of the select twenty-eight Ragas in which we have alleast one compositon by each 
member of the Trinity, the establishment of this raga by the eighteenth century is 
incontrovertible. Surprisingly, the popularity of Raga Begada did not merely sustain - it 
underwent geometric progression. By the advent of the twentieth century it had occupied a 

place of pride. 

References to Raga Begada found in recent works like "Mahabharatha Choodamani", 
'"Sangeetha Sara Sangrahamu", "Sangeetha Kalanidhi", "Gayaka Siddhanjanam", "Gana 
Vidya Pradarshini'' , "'Sangeetha Swara Prastara Sagaram", "Karunamruta Sagaram" and " 
Sangeetha Chandrika" - are adequate testimony to its immense popularity. 

Two distinct features are the hall-marks of the Raga Begada. Firstly, the IJbhaya - Vakra 
Sanchara in the Arohana or the ascent. ITie norm given in the Sangraha Choodamani 
confirms to the current version Sa-ga-ri-gaa-maa-pa-dha-pa-sa. Secondly, we find the unique 
Nishada swara which is neither a Kaishiki nor a Kakali Nishada. The use of the Nishada 
swara. especially in sancharas like "Ri-ni-dha-pa" or "ni-ni-dha-pa" is bewitching. It gives 
this Raga a haunting lilt. 

It is undeniable that the Trinity were enchanted by this Raga. Compositions by 
Tyagarajaswami include "Nadopasana" . "Bhaktuni Charitramu", "Lokavana Chatura", 
■Neevera kula dhanamu", "Sundari nannindarilo" and "Gattiganu nannu". The construction 
of the Kriti "Bhaktumi Charitramu" is unique, with an Ateeta starst of the Anupallavi and a 
madhyama-kala rendition of the Charana. Some scholars opine that the Tishra-Nadai 
renditons of "Rama nee vaadu" and "Sandehamu" in Raga Kalyani, are aberrations. 
However, there is no difference of opinion in respect of the Begada Kriti "Gattiganu Nannu", 
rendered in Tishra Nadai. Thus Tishra-Nadai Adi Tala was not alien to Tyagaraja's school. 
Compare this with the majestic show-paced movement found in "Nadopasana". Raga 
Begada suits all musical-paces. It is not per-se, a Ruga only for a nicy-pace, often mistermed 
as vegada. 

Muttuswami Dikshitar has offered a quartet of compositions, amongst which "Vallabha 
Nayakasya" and "Tyugarajaya Namaste" are outstanding. "Shri Matah Shiva" has a great 
esoteric and metaphysical content embellished with a lilting tune. "Madhuraambi Raayah" is 
a very sober composition. 



Wc have an Adi- Tata Vama by Shvama Shastri, in which we can find several delectable 
permutation of •pa-nia-ga-rT . Shyama Shastri's "Kamaakshi naato VaaoV has several 
pristine sancharas now virtually lost to posterity. 

Posr-tnnuv composers continued to enhance the reportoire in Begada. Swati-Tirunal's 
"Karunakara" is an outstanding composition. Patnam Subhramanya Ayyars Vamam apart - 
his compositions "Manasuna nera" and 'Abhiinanainendu* are famous. His disciple 
Ramanathapuram Snnivasa Iyengar's "Anudinamunu" is equally famous. Mention must be 
made of compositions such as Vaivapun Duraiswami Kavirayars "Innam paraamukham", 
Mazhavai Chidambara Bharati's -Karunai tandennai" and Ramaswami Shivan's 
"Kadaikkann vaittu ". 



Begada indeed, is a beguiling, bewitching and beautiful Raga. 



ANECDOTES RELATING TO RAGA BEGADA 

Patnam Subhramanya Ayyar is said to have rendered this Raga tor eight hours, in two 
sessions. He was so nuieh identified with this Raga that he was known as Begada 
Subhramanya Ayyar. 

He rendered, in the marathon presentation of tiiis Raga, his own Knti, 
"Abhimanamendu". In one session, neravul and swara - praslhara eentered around 
Abhimanam" (self-respect) and in the next session around "Anna vastra" (food and 
clothing). A puckish sense of humour indeed ! 

I hough a Sarvakalika Raga, manv consider late afternoon (Ca. 16:00 Mrs) as the best 
lime 10 render this Raga. However, the gayaki-tradition allows evening rendering of 

this Raga. 

Two groups of Nagasuara Vidwans were playing at a wedding in Mayuram. One 
group, from Chidambaram, emphasised the Kaishiki Nishada in rendition. The other 
group, in its exhibition of innovativeness, emphasised the Kakali Nishada. in 
rendition. The second group was from Semponnaar Kovil. Such was the healthy 
eompetivity, in days bygone. 

in the Tiruppanandal Mutt, Raga Begada is given a place of honour. Tiruttandagam is 
always rendered only in Raga Begada. (Information given by Dr.S.A.K. Durga) 

Sangameshwara Shaslri of Vi/ianagaram was well-known for his lucid renditions of 
Raga Begada, on (he Veena. 

I here is a proverb - "Aadi Natla, antya Soratli, Begada mee gada". It is advisable to 
sing Nattai at start and Sonttti at the end; but Begada can be rendered whenever 

desired !. 



SUMMARY OF PROCEEDINGS OF RAGA-ANUBHAVA 

HELD ON 16.01.2000 

RAGA BEGADA 

1 Ilr.Srjvai^iUroauctiop and historical background) 

Begada is a Ruga with unique, it' not exclusive, Madhyama and Nishada Swaras. The 
Madhyama Swara is of the Pratyantara Madhyama level. lne Nishada Swara sounds 
in between the Kaishiki and ICakali Nishada swaras. This Raga also permits on a 
selective basis, the Kaishiki and Kakah Nishada swaras. This is a Raga of the genre 
like Sahana. Saver, and Anandabhairavi - liked primarily for the Ranjakatva. Hie 
dual-vokra sanchara in the Arohana is the main eharacterisite of this Raga. Though 
the sanchara "pa-dha-pa-Sa" is common to Ragas like Ananda Bhairavi. Poorvi 
Rah am and Pooma Chandrika, the extent of accentuation varies. The glide from the 
pool vanga to the ullaranga is hannonious. 

Ancient treatises do not refer to Raga Begada. The earliest established reference is in 
the Rang Mahal copper plates - referring to a composition of Annamacharya. A 
Devaranama of Purandaradasa, "Hariye Sarvottama" is still rendered in an archaic 
form with "sa-ri-ga-ma-pa'" sanchara too - perhaps indicative of its existence in the 
sixteenth century We have a Padam "Yaala bad-ire' by Kshetragnya. A composition 
of Margadarshi Sesha Awangar establishes its presence in the pre-tnmty period. 
Raga Begada belongs to a select group of Ragas in which we have atleast one 
composition by each member of the Trinity. This a Raga which provides Hasya, 
Shrmgara and' Adbhuta Rasa-Anubhavas. The present day version ot this Raga 
conforms to that given in the Sangrahu-Choodamani. 

2. ^n LV tn VMlnnidhi R Rajam Iver (Allied Ragas) 

The "pa-dha-pa-Sa" commonality with other Ragas is a conguisabie factor, yet only to 
a limited extent. Shn Rfljam Iyer cited the emphatic- variance of this Sanchara 
between Begada and Pooma Chandrika. Hie swaroopa-lakshanas of these Ragas are 
different 

Hie Proximate Raga to Begada, if at all, is Raga Kannada. Shn Rajam Iyer showed 
renditional similarities found in Dikshitar's compositions "Shri Matah Shiva" 
(Begada) and "Shn Mathrubhootam" (Kannada). Yet, the supposed proximity is 
distant 

The unique Madhyama and Nishada swaras found in Raga Begada make it a very 
special and unique Raga Really, there is not much ground to define any Raga as 
allied to Raga Begada. 

3. Smt. R. Vedavalii ( Vishesha Prayo aas) 

The uniqueness of Raga Begada can be visualised from a number of Visesha 
Pravogas. which may not per-sc, adhere to the canonical musicological norm and yet 
can be used without any aesthetic aberration Referring to such Visesha Prayogas 



found in Varaams of this Raga, she cited "dha-ni-Sa" in "Intachala", "sa-ga-ma" in 
"Marachilylunde" and the phrases "sa-ri-ga-ma" and "pa-dha-ni-Sa" in "Inda 
priyaniukha" by Tiruvaroor Ayyasami Nattuvanar, which occur both in the 
Anupnllavi and Charana passages. The Kriti "Nadopasana" had visesha-prayogas like 
"sa-ga-ma" (Vedoddharu) and "ma-ga-ri-ma-pa" (Vishwamella), as well as "Sa-ga- 
ma-ri-Sa" (Vaarulu) She stated that *'Sa-ga-ma" was also found in the Kxiti "Shri 
Maatah" and "'Sa-ga-ma-ri-Sa" also found in the Padam "Yaala-Badare". Citing the 
lucid oscillation of the Rishaba Swara at "mariyaada" in the Javali "Idi Neeku", she 
deemed it as a special phrase. Smt. Vedavalli also demonstrated some vishesha- 
prayogas in tana rendition. 

Smt. Rama Ravi (Gamakas and Anuawmrt 

Begada is a Raga which accomodates a variety of (iamakas and Anuswaras, duly 
enhancing the aesthetic beauty. The Rishabha, Madhyama and Nishada Swaras 
aligned well with Kampita (iamaka. She cited this through a passage "ni-dha-pa" in 
the Knti "Tyagarajaya Namaste". Citing the passage "Narayana Vidulu", she 
established usage of Ptra JaatU Another gamaka example cited was "Yogeeshwara 
Manasa Yukta Vadana". 

Delving on Swasthana - gainakas, she showed how that gamakas ultimately indicate 
swara-swasthana She showed that the pratyantara madhyama of this Raga is at a 
pitch level of 27/20, instead of the conventional level of 4/3. She cited several 
examples of Anuswaras. found in Varnas including "ni-ma" and "pa-ma -dha-pa-Sa- 
ni-ri-Sa". She also dwelt on gamakas resultant from deflection when playing the 
Veena 

SmUVenwii^ 

The reportoire found in this Raga was bountiful. There are two Khanda-Ata Tala 
Varnams anil two Adi Tala Vanuuns, each of which is a masterpiece. Commenting 
on conceptual differences, she cited that Dikshitar and Shyama Shastri preferred 
essays into the Tara-Sthayi, which was not the case with Tyagaraja. "Nadopasana" 
was indeed a unique tribute by Tyagaraja, in this Raga. 'Ibis Raga was favourite of 
Post-Trinity composers too, like Ramaswami Shivan, Swati Tirunal and Patnam 
Subhramanya Ayyar. Adducing the Shringara aspect found in this Raga, she cited the 
example of the Tamil Padam "Yanikkagilum". She also rendered passages of a 
composition by Papanasani Shivan. 



***** 



<H3fe> 
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RECORD OF PROCEEDINGS ON RAGA REETIGOWLA 

I. (HISTORICAL BACKGROUND AND INTRODUCTION) - DR. SRIVATSA 

Ancient musical treatises like Sangeeta Makaranda and Sangeeta Samaya Sara do 
not have any reference to Raga Reetigowla. Sarangadeva refers to Reetigowla, as a 
Praak Prasiddha Deshiya Raga - a recently emerged Raga of his times - 13 th Century 
A.D. Govinda Deekshita, mentions in detail, particulars of this Raga, in the 
"Sangeeta Sudha", as usual, attributing all his observations to his predecessor, 
Vidyaranya. Characteristics of this Raga, including Aksheeptika, Raga Vardhani, 
Vidaari, Sthayis, Vardhini and Nyaasa are furnished by Govinda Deekshita. 

Ramaamaatya's observations in the "Swara Mela Kalanidhi" are worthy of notice. 
This Raga's integral swaras are said to be Shuddha Madhyama, Panchama, 
Panchashruti Dhaivata, Kaishiki Nishada, Dwishruti Rishabha and Komala-Sadharana 
Gandhara. Somanatha's "Raga Vibhodha classifies Reetigowla as a derivative of the 
Bhairavi Mela. In the Chaturdandi Prakashika, Venkatamakhin standardises the 
Rishabha Swara as Panchashruti but deems the Dhaivata Swara as Shuddha 
Dhaivata. Ahobila advocates a Shadava Sampoorna structure, in the "Sangeeta 
Parijaata", while Tulajaji visualises Reetigowla as a sampoorna Raga. 

Govindacharya maintains the sampoorna characteristics but mentions Vakra- 
sancharas in both the Arohana and the Avarohana, making this an Ubhaya-Vakra 
Raga. Recent musicologists like K.V.Srinivasa Iyengar, author of "Gana Bhaskararh" 
and Nadamuni Panditar, author of "Swara Prasthara Sagara" generally follow the 
concept given by Govindacharya but eschew firmly, usage of the Panchama Swara in 
the Arohana. 

Thus, Reetigowla is a Raga that dates back to about the 13 th Century A.D. and has 
undergone structural and conceptual changes until modern times. 

The consensus view on the structure of this Raga is supportive of the Arohana- 
Panchama-Varjya advocated by Srinivasa Iyengar and Nadamuni Panditar, being : 

Arohana : sa-ga-ri-ga-ma-ni-ni-Sa 

Avarohana : Sa-ni-dha-ma-ga-ma-pa-dha-ma-ga-ri-sa 

The constituent Swaras are Chatushruti Rishabha, Sadharana Gandhara, Shuddha 
Madhyama, Panchama, Chatushruti / Shuddha Dhaivata Swaras and Kaishiki 
Nishada. 

II. (MELODIC INDIVIDUALITY, GAMAKAS AND ORNAMENTATION IN RAGA 
REETIGOWLA) - DR. SHRIRAM PARASURAM 

Reetigowla is proximate to some Ragas - especially Anandabhairavi. The similarity 
in the Poorvanga is striking. Concuring with views expressed by Dr. Srivatsa that the 
Panchama swara is one with Alpatwa, Dr. Shriram Parasuram pointed out that 
Anandabhairavi has a stronger Panchama swara. However, the usage of Panchama 
Swara in Reetigowla is not restricted. The hall mark of this Raga is the presence of 
Janta Swaras - especially ga-ga-ma, ni-ni-Sa and ma-ga-ga-ma. This feature 
distinguishes Reetigowla from other Ragas. A mark of identification Is "ma-pa-ma- 
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ga-ri-sa" in this Raga. Passages like "sa-ga-ri-ga-ma" have to be carefully rendered, 
when singing this Raga. Delectable phrases are found in the Ata-Tala-Vama 
"Vanajaksha", in this Raga and Dr. Shriram Parasuram played excerpts on the Violin. 

Gamaka, Dr. Shriram Parasuram, is highly oriented to factors like the laya, the Rasa- 
Bhava and the tune of the composition. Disagreeing with the classification of 
Gamakas into ten types, he stated that the scope of potential and ornamentation 
was endless. Nevertheless, an overdose of Gamakas mars aesthetic beauty. 
Gamakas can only enhance aesthetics and should not be counter-productive. This 
Raga was not conducive to protracted or long-drawn Gamakas, as it was ideally 
suited to the medium-tempo. Gamakas should not eclipse the identity of the 
constituent Swaras. [The best suited Gamaka for Reetigowla is the Sphurita type 
with limited scope]. Dr. Shriram Parasuram rendered vocally, some examples. 

III. (MANODHARMA IN RAGA REETIGOWLA) - SMT. SEETA RAJAN 

Agreeing with views expressed by preceding participants, Smt. Seeta Rajan stated 
that the Alapana of this Raga could be done to a reasonable extent only. Expansive 
delination will result in repetitive phrases, which is avoidable. The attempt should be 
to highlight the normal nuances and special passages of this Raga. Aesthetic 
upgradation is possible, despite proximity to other Ragas. If one bears in mind, the 
role of each swara in the structural confederacy and the best-possible sequencing, 
the result will indeed be audio-satisfactory. Agreeing with the observation of Dr. 
Srivatsa that no swara is deergha - kamp'ta, Smt. Seeta Rajan stated that this by 
itself, is reason to adhere to structural fidelity and to limit the use of Gamikas. 

Neraval aspect was more composition-oriented and there was need for clarity In 
expression. The Vakratva allowed conditioned the swara-patterns. Swara-rendition 
should enhance the audio-satisfaction obtained. The scope for swara-rendition was 
adequate but indulgence in an overdose was not recommended. Mel-Kala or rapid- 
fire-paced swara patterns warranted care. Madhyama-Kala passages in compositions 
warranted care, in Swara-rendition. 

Smt. Seeta Rajan said that the main feature of Manodharma, in Raga Reetigow'a, 
was the wide scope available for rendition of Tanas. She demonstrated with some 
swara -prasthara passages and also rendered a brief but polished Tana passage. 

IV. (COMPOSITIONS IN RAGA REETIGOWLA) - DR. SRIVATSA 

The copper-plates found in the Tirupati temple do not show the existence of any 
composition of Anamacharya in Raga Reetigowla. Some Devaranamas have been 
traditionally rendered in Raga Reetigowla, which are only indicators but not 
conclusive evidence. " iaro Namma" and "Taamboolava kollu" are two Devaranamas 
rendered for many years in Raga Reetigowla. Musicians from Karnataka render 
"Katha Shravana maado" in this Raga. 
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The six compositions by Tyagaraja in this Raga afford a kaleidoscopic aesthic view, 
as they present multiple Rasas and laya patterns. "Cheraraavademi", 
"Raagaratnamalikache", "Nannu Vidichi" and "Dwaitamu Sukhama" are well-known 
and often-heard. "Badaliga Deera" and "Bale Balendu" are infrequently heard but 
are not rare compositions. "Jo jo Rama" is a lullaby by Tyagaraja, seldom heard. 

The solitary composition by Muttuswami Dikshitar belongs to the Neelotpalaamba 
Vibhakti series and is a rare composition. The presence of Shyama Shastri's 
"Ninnuvina Marigalada" in this Raga is perhaps, due to modification and 
metamorphosis. The original version is said to have been tuned in Abheri with 
Shuddha Dhaivata. 

The composition, most often heard, is undoubtedly. Subbaraya Shastri's "Janani 
Ninnuvina". Swati Tirunal's "Paripaalaya maam" is a popular song with performers. 
"Tatvan Ariya" by Papanasam Sivan, and "Guruvayoor appane" by Ambujam Krishna 
are frequently rendered. "Sadguru Swamiki" of Ramanathapuram Shrinivasa 
Iyengar, very popular a few decades back, is fading out. Other compositions in 
Raga Reetigowla include "Brundaavana Nilaya" by Oothukaadu Kavi, "Arul surandu" 
by Lakshmana Pillai, "Ninne Nammi", ascribed to Mayuram Vishwanatha Shastri, and 
"Abhayam Arul" by Periasami Thooran. There are two compositions of Shri G.N. 
Balasubramaniam and one by Mysore Vasudevachar. There is a triology of 
compositions by Muthaiah Bhagavatar, amongst which "Angaraka Mangala moorte" 
is from Bhagavatar's Navagraha series. 

Veenai Kuppaiyer's Tana Varna "Vanajaksha", in this Raga, is fair as a star, when 
only one is shining in the sky. The scope for Padams and Javalis is limited. We do 
have in Reetigowla, a Padam by Kshetragnya and a Javali by Pattabhiramaiah. 

V. (ISSUE OF DOMINANT DHAIVATA SWARA) - ALL PARTICIPANTS 

All participants agreed that Chatushrurj Dhaivata was the dominant Dhaivata swara. 
No view was expressed on the consequential classification under a Melakarta Raga. 
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RAGA REETIGOWLA 

- by Dr.Srivatsa 

Unlike the structural similarity discernable in Ragas with suffixes like "Saveri" or 
"Dhanyashi", no commonality in structure is detectable in Ragas which end with "Gowla". 
The term "Gowla" remains a mystery. It is neither "Gowra" (meaning white in colour) or 
"Gowda" (originating in the Gowla Desha). From the nomenclature, it is evident that 
Reetigowla belongs to the genre of Gowla Ragas. 

Samgadeva refers to Reetigowla but calls it "folk-oriented". All other musicologists have 
termed Reetigowla as a Raaganga Raga. The majority view is that folk or light-classical 
versions emerge from major Ragas and that no folk Raga gets polished and upgraded as a 
Raaganga Raga. Is this Raga an exception, if Sarngadeva's statement is correct ? 
Nevertheless, Reetigowla did undergo periodic changes and modifications, it appears so. 

Musicologists both of the past and present, have held divergent views. Tulajaji, Shahji and 
Govindacharya opined that all seven swaras were present in the Arohana and the 
Avarohana. Discordant views were expressed by Venkatamakhin and Ahobila. 
Venkatamakhin avoided the Dhaivata in the Arohana while Ahobila discarded the Panchama 
in the Avarohana. Recent musicologists favour omitting the Panchama in the Arohana. 
There is still no structural finality in respect of Raga Reetigowla. However, there is 
convergence of views, to a great extent, towards the scale : 

Arohana : sa-ga-ri-ga-ma-ni-ni-Sa 

Avarohana : Sa-ni-dha-ma-ga-ma-pa-dha-ma-ga-ri-sa 

A staunch adherent of the Venkatamakhi tradition, Subbarama Dikshitar, was objective 
enough to reject the deletion of the Dhaivata in the Arohana and to accept the deletion of 
the Panchama, also in the Arohana. He enforced Ubhaya-Vakratwa and prescribed the 

scale. 

Arohana : sa-ga-ri-ga-ma-ni-dha-ma-ni-ni-Sa 
Avarohana : Sa-ni-dha-ma-ga-ma-pa-ma-ga-ri-sa 

Though out of way, this prescription appears to be plausible and aesthetically satisfactory. 

The structural swara-confederacy, if looked into deeply, reveals some interesting data. 
Jeeva Swaras are four - Gandhara, Madhyama, Dhaivata and Nishada. However they have 
no exceptional individuality like Varali-Madhyama, Begada-Nishada or Bhoopala-Gandhara. 
They combine effectively, to present distinct nuances of Raga Reetigowla. The Madhyama 
gets de-railed as a Raga-Chhayya swara, when compared to the other three swaras. 
Surprisingly, Madhyama is the best Nyaasa Swara for this Raga, the only other Swara being 
the Shadja. Rishabha as the Nyaasa Swara has to be avoided - the others are not 
commended. The Panchama Swara plays a dual but not dubious role. It has no innate 
strength and is limited by Alpatwa. Yet, In numerical or statistical analysis like in 
histograms, you find that the Panchama is widely used. Once upon a time, there was a 
totally Panchama-Varjitr version of Reetigowla, now not in vogue. The Rishabha appears 
like a poor churchmouse, in certain select swara-phrases. 
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Hie co-operative, collective effort of the Swaras in this Raga, is delectable. Aesthetics 
reaches high levels when taatu and jenta prayogas are heard. Vlshesha prayogas include, 
inter-se, "sa-ga-ga-ma", "ma-ga-ga-ma", "dha-pa-ni-dha-pa-ni-dha-dha" and "dha-pa-gaa-ri- 
sa". Some sancharas sound well only in some ranges; such as "nl-pa-ni-ni", "pa-ni-ni-Sa" 
or "ni-pa-ni-ni-Sa" - are satisfactory only in the Mandhara Styayi. We have a passage in the 
Ata-Tala-Varna of this Raga, "pa-dha-dha-ma-ga-ga" which sounds more like "pa-ni-dha-ma- 
ga-ga", raising the bogey of false notes. Care and caution have to be exercised in passages 
like "sa-ga-ri-ga-ma" and "pa-dha-pa-ma-pa" in order to ensure that it does not sound like 
Anandabhairavi. Flat Swaras are called for; the Gandhara in Reetigowla is weak, in 
comparitive terms. Anandabhairavi and Reetigowla are close but divergent cousins. Try the 
Mandhara sthayi below Nishada in Anandabhairavi - you are bound to land in Reetigowla. 

No swara in Reetigowla assumes a Deergha-Kampita form. The use of Gamakas is limited- 
only Sphurita types shine. Surprisingly, despite these factors, the Raga Reetigowla affords a 
wide renditional range from Mandhara Panchama to Taarasthaayi Panchama a range of two 
full octaves - which is very welcome. 

Reetigowla is best suited for medium-tempo. It gives vast scope for playing of madhyama- 
kala by Vainikas and rendition of Taana. Venkatamakhi included Reetigowla in his list of 
eight Ghana Ragas. Some others include Reetigowla in the second list of Ghana Ragas - 
the Dwiteeya Ghana Panchaka. Reetigowla, indeed, is a Rakti Raga. 

It is a heavily Bhava-oriented Raga, not easy to handle. The value is definitely enhanced 
when the Sahitya is also sublime. It is well suited for Tana Varnas and Kritis but not so 
much for Padams and Javalis. Rasa-Anubhava-wise, Reetigowla admits Karuna and Shanta 
Rasas and is indeed unsuited for Shringara Rasa. The view that this is an evening Raga is 
not easily acceptable - it is a Sarvakaalika Raga. 

The Varna by Veena Kuppaiyer is outstanding indeed. The reportoire available in this Raga 
shows that it is the domain, the realm of Tyagarajaswami - from both the Bhava and Raga 
aspects. 

Muttuswami Dikshitar may have composed only one Kriti - which has however, very 
significant value. Muttuswami Dikshitar distinguished between Reetigowla and 
Narireetigowla. The Mudra found in the Kriti of Raga Reetigowla is "Reetigourave". In the 
Narireeti Gowla Kriti he uses both "Reetigourave and Nata Bhairave" - to show that Narireeti 
Gowla is like Reetigowla in the Poorvanga and like Matabhairavi in the Uttaranga. There is 
no doubt that the Dhaivata Swara in Narireeti Gowla is the Shuddha Dhaivata. If 
Reetigowla also has the same Swara, there will be no distinction. Yet, Muttuswami Dikshitar 
has distinguished - so Reetigowla is dominated by the Chatushruti Dhaivata. Attempts to 
unify Reetigowla and Nari Reeti Gowla and to render Reetigowla with Shuddha Dhaivata are 
unwarranted and counter-productive. 

Shyama Shastri's composition in Reebgowla appears to be a case of musical aberration, duly 
migrating from Shuddha-Dhaivata-Abheri. Subbaraya Shastri's "Janani Ninnuvina" is indead, 
the piece-de-resistance. Antecedent composers have also used Reetigowla. 
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Going down memory lane, we tend to identify Shri K.V.Narayanaswami with the Ata-Tala- 
Varna, Shri Semmangudi with "Dwaitamu Sukhama", Shri G.N. Balasubhramanyam with 
"Paripaalaya", Alathur Brothers with "Chera raavademi" and Shri Mudikondan Venkatarama 
Iyer with a Ragam-Tanam-Pallavi recorded and conserved by Akashavaani. 

Reebgowla is superficially beautiful, audio-satisfactory and attractive but holds, like the 
earth, some unravelled mysteries like the Poorvanga-Uttaranga transition. Don't we like the 
earth ? So, we also like the lovely Raga called Reetigowla ! 



HAMEER KALYANI 



India is a land where we seek unity in diversity. We are said to have had a unified 
system of music for many centuries, till the irreversible bifurcation that took place in the 
late 14 th Century, culminating in two diverse systems - the Uttaraadheeya (Hindustani) 
and the Daakshinaatya (Karnataka) systems of music. Despite the division, aesthetic 
exchanges took place till about the early part of the 17 m Century, which is in contrast 
with the virtually insulated state now In vogue. This is the best-suited background for 
the study of the evolution of the Raga Hameer Kalyani and its adoption in the Karnataka 
fold. 

Paidala Gurumoorthy Shastri, a musicologist of the 18 th Century mentions the fact that 
several Bhashanga Ragas were ancient and that they had a folk-music-base. According 
to him, Raga Bhairavi is more than 1250 years old and the dwi-Dhaivata presence is 
attributed to a folk - origin. Mention must be made of the fact that six of the twentyone 
Panns of Tamil Isai were Bhashanga Ragas of a finite Deshieeya type. Gurumoorthi 
Shastri refers to 27 Bhashanga Ragas in Karnataka Sangeeta, which, we venture to 
classify into four groups: 

(A) BHASHANGA RAGAS THAT EXISTED PRIOR TOU200AP, 

(1) Bhairavi (2) Neelambari (3) Saurashtra (4) Khamboji 

(5) Yaru-kula Khamboji (6) Devagandhari (7) Punnaagavarali (8) Deshaakshi 

(9) Saindhavi. 

(B) BHAS HANGA RAGAS ASCRIBED TO THE PERIOD 1200 A.D. - 1600 A.D. 

(10) Ananda Bhairavi (11) Mukhari (12) Athana (13) Reetigowla (14) Bilahari 
(15) Saranga (16) Ushani (Huseni) (17) Kanada 

(C) RHASHANGA RAGAS OF RECENT ORI GIN (AFTER 1 600 A.D.) 

(18)Asaaveri (19; Khamas (20) Manji (21) Ishamanohari (22) Chintamani 

(23) Abheri. 

(D) BHASHANGA RAGAS ADOPTED FROM NORTH INDIA 

(24) Hameer Kalyani (25) Kapl (26) Jhenjhub (27) Bihag 

There are some more Bhashanga Ragas - like Navroze, which we do not mention, as it 
will lead to topical digression. 

Let us examine now, the group of Dwi-Madhyama Ragas in vogue in Karnataka Music - 
like, Margadeshi, Ramkali, Saranga, Bihag, Yamuna Kalyani and Hameer Kalyani. The 
key to analysis is to ascertain the dominance of which Madhyama Swara - the Shuddha 
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Madhyama or the Prati Madhyama. In Ramakali and Margadeshi, the Shuddha 
Madhyama is prominent and it is the Pratj-Madhyama that is the extraneous Swara. The 
inverse is the case with Bihag, Saranga, Yamuna Kalyani and Hameer Kalyani, where the 
Prati-Madhyama Swara dominates. It is interesting to note that these Dwi-Madhyama 
Bhashanga Ragas have a folk-origin. 

There is no reference to the Raga Hameer Kalyani in ancient classics like the Sangeeta 
Makaranda, Sangeeta Ratnakara, Swara Mela Kalanidhi or Sad Raga Chandrodaya. The 
first reference is seen in a brief Shloka, the 165 th Shloka of the second Adhaaya of the 
"Rasakowmudi" by Shrikaanta, reading thus: 

"Eeshad bhedo budhaihi proktaha kalyaanakhya Hameerayoho" 

This verse refers to the difference between Kalyani and Hameer, well perceived by the 
cogniscenti and refers to the usage of the Shuddha-Madhyama Swara, in passages like 
ga-ma-ga-ri-sa. Hameer (not then called Hameer Kalyani) was deemed to be and 
Ubhaya Vakra Raga, with this structure: 

AROHANA sa-pa-ma-pa-dha-ni-Sa 
AVAROHANA : Sa-nl-dha-pa-ma-ga-ma-ga-ri-sa 

This structure is virtually extinct, nowadays. The date of the Rasakowmudi is firmly 
established as 1575 A.D. Hence, Hameer was an established Raga by that time, 
belonging to the Kalyani group. We can, at this stage, surmise that Hameer originated 
somewhere around end of the 15 (n Century A.D. or in the beginning of the 16"' Century 
A.D. The absence of reference to this Raga in the Rang Mahal copper plates, 
compositions of Annamacharya and traditional tunes of Devaranamas, leads to the 
above inference, as well as to the conclusion that this Raga was unknown in the 
Karnataka system till 1600 A.D. Kalyani, Yamuna Kalyani and Saranga were well known. 
Sri Pada Raja is said to have branded Kalyani as an ' Autre' Raga and is said to have 
discouraged its rendition, for its , Turushka" origins. 

Hameer is also called Hamveer - a fact substantiated and reinforced by the Raga-Midra 
used by Shri Muttuswami Dikshitar. There lies a remote, desolate village, on the banks 
of the Banaskanta, in the Mewar region of Rajasthan called Hameerpur. It lies between 
Chittorgarh and Udaipur. This is a village which belonged to bards and minstrels called 
"Raasso"s. The Raassos created musical compositions to inspire the Rajput warriors- 
they were competent poets of the "Aashukavf type. Most of Jie compositions abound 
with Veera Rasa and Adbhuta Rasa - the Raga Hameer or Hamveer suits these purpose. 
One famous bard, musician of this village was Hamveer Raasso - whose poignant and 
graphic depictions of the battle of Haldighat still survive. Hamveer Raasso was a 
contemporary of Rana Pratap and has praised the latter's bravery. This 
Raga is said to be a creation of Hamveer Raasso and is said to be named after him. 
There is Chronological concurrence, as the time was the early part of the 16 th Century. 
Hence, Raga Hamveer or Hameer could be of Rajasthani origin, adopted later into 
Karnataka music. 
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The acceptance of this Raga into the Kamataka fold by the era of the Trinity is well- 
established. We have two compositions by Tyagaraja and three by Muttuswami 
Dikshitar, in this Raga. Though there is no composition by Shyama Shastri, we have 
one by his son, Subbaraya Shastri. Curiously, the Sangeeta Sampradaya Pradarshini, 
written just after the time of the Trinity, deems Hamveer Kalyani as a Dwi-Madhyama, 
Shadja-Graha, Sampoorna, Bhashanga Raga. The prime-difference between proximate 
Saranga and Hamveer is that the swara-sanchara "ri-ga-ma-ri-sa" has to be stressed in 
Raga Saranga and has to be assiduously avoided in Raga Hameer Kalyani. One 
pathaantara of a Tyagaraja Kriti in Raga Saranga provides a clue. The rendition of the 
passage "Vaahineesha ripu nuta" in the Kriti "Ehi Trijagadeesha" with usage of "ni-sa- 
ga-ma-ga-ri-sa" show the proximity and overlapping features of Ragas Saranga and 
Hameer. Yet, Saranga exudes Shanta Rasa and Hameer produces Roudra - this is the 
greatness of Rasanubhava in Karnataka music. 

Delving to the reportoire in this Raga, we should first discern the traditional rendition of 
Jayadeva's "Pravisha Raadhe Maadhava sameepam iha" by Bauls and Odissi dancers. 
"Manamuleda" by Tyagaraja is a ninda-stuti, brimming with Roudra Rasa. "Nee 
daasuda" by Tyagaraja tends more towards Adbhuta Rasa. Muttuswami Dikshitar has 
composed two kritis with the same Pallavi, "Parimala Ranganatham bhaje h am veera 
nutam". One is a complete Kriti with tri-sthayi passages while the second is a samashti- 
charana Kriti with emphasis on the poorvanga passages. If one listens to Dikshitar's 
"Pura hara nandana ripu kula bhanjana" in this Raga, he will tend to mistake if for a 
perfect Dhrupad - type composition. Subbaraya Shastri's "Venkata Shaila Vihara" is well 
known, combining Shanta and Adbhuta Pasas. "Gangeya Vasana" by Swatj Tirunal is a 
lilting composition - following the Dikshitar tradition. Mention must be made of a lovely 
composition by Namakkal Narasimha Iyengar "Radha naapai daya leda" in this Raga. 
Conventionally, Kamakadasa's Devaranama "Durjana Sanga" and a Tiruppavai 
composition of Andal Too mani maadattu" are rendered in Raga Hameer Kalyani. 
There are compositions by contemporary compose, b like Dr. Balamurali Krishna and 
Prof. T.R. Subramaniam. 

Hameer or Hamveer Kalyani is a Raga to be rendered with some degree of cauuon. 
Performers must remember that there are some inherent and intrinsic limitations: - 

i) In Avarohana passages it is always "ri-ga-ma-ri-sa" in Saranga and "ga- 

ma-ga-ri-sa" in Hameer Kalyani. 
il) In Saranga, Rishabha and Dhaivata act as perfect Samvadi swaras in 

passages like "ri-ri-sa-pa-ma" and "dha-dha-pa-ma". Hameer allows "sa- 

pa-ma-pa" but never "ri-ri-sa-pa-ma-pa". Gandhara is not a Nyasa swara 

in Saranga but is one in Hameer. 

iii) In Saranga, sanchara beyond Tara-sthayi Gandhara or below Mandara- 
sthayi Nishada is not permitted. There is no such limitation in Hameer 
Kalyani. 

iv) The Chatushruti Dhaivata is a Kampita Swara in Saranga and a Deergha 
Swara in Hameer. 
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Aesthetic aberrations occur if these norms are flouted. The Kriti "Edo teriyamal 
pocchude", supposedly in Hamveer Kalyani, is rendered sans regulation by one school 
and sounds more like Raga Saranga. 

The scope of Alapana, without repetitive phrases, in Raga Hamveer Kalyani is limited. It 
is a Raga with a distinct nuance and is not a Chhayalaka or a Sankeerna Raga. Hameer 
or Hamveer Kalyani is a Hrusva, Dwi-Madhyama, Desheeya, Bhashanga Raga. 
Curiously, the Hameer or Hamveer Kalyani of the current Kamataka system is closer to 
Raga Kedar of the Hindusthani system; Raga Hameer of the Hindustani system is 
closer to Raga Yamuna Kalyani of the Karnataka system. Was there a metamorphosis in 
the process of transfer from the Northern to the Southern system ? Or was an 
erreneous nomenclature used ? This mystery has to be unravelled - is a matter for 
research. 
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Ananda' symbolises Bliss and Bhairavi could be synonymous with something that could be 
awesome. Ananda Bhairavi can superficially seem to be a paradox, as these two facets cannot 
go in tandem. The word "Bhairavi" is only a gensic nomenclature. There is virtual 
unanimity on the fact that the aesthetic effects of Raga Anandhabhairavi are blissful and 
ethereal. This is a Raga which is extremely popular in classical, demi-classieal and folk 
idioms. 

Aesthetic assessment, in Karnatie Music, is criteria-based and not arbitary. 

Ranjayati manasaamsiti raagaste dasha lakshana 
Bhavanti to Matangaadyai prapitaastati cha kramaaf 

Ananda Bhairavi is one of the select Ragas diat fulfills all criteria. Thus, it is one of the 
foremost Rakti Ragas. 

Ananda Bhairavi is of indeterminate antiquity. Here is an example of on-going 
metamorphosis, it cannot be deemed that this Raga originated from folk-music. Textual 
references indicate that in days bygone, this was an Upanga Raga affiliated to the 20°' 
Melakarta, Natabhairavi. Hie enhancement of aesthetic - value, Ranjakatva, was facilitated 
b\ the acceptance and absorption of a swara alien to the parental scale, wherefore this Raga 
became a Bhashanga Raga. The dominance of the naturalised and accepted Swara was such 
that some musicologists contemplated re-classilication. This Raga has two visages, two 
images. The first is a straight - jacketed classical version and the second is a version with a 
salient folklore factor. 

The Antara - Gandhara is another extraneous Swara that was accepted in this Raga and its 
admittance did not in any manner, dimunitise the aesthetic value. The process of aesthetic - 
aineliortion even led to acceptance of the Kakali Nishada Swara, in this Raga. Such is the 
capacity of acceptance of extraneous elements and their eventual integration, as well. 

I "he change or development of this Raga has not been merely by means of an addition of an 
alien Swara but has been fundamental and structural. Shahji wrote "allika sandharbamuga 
vacchunu" meaning that this Raga docs not exhibit a regular arrangement of Swaras. Shahji 
emphasised the l'aet that the passages "sa-ri-ga-ma" and "pa-dha-ni-sa" are not allowed in this 

Raga. 

We summarise hereunder, the multiple structures postulated by various musicologists: 

1) VKNKATAMAKI11 

(ANlfBHANDA OF CHATURDANDI PRAKAASHIKA) 

"Aarohe tu rishabham tyaktwa dhavakram cha samaashritaa 
Sampoornaam sagrahopeta bhaved Ananda Bhairavi". 



Arohana sa-ga-ma-pa-dha-pa-ni-sa 
Avarohana Sa-ni-dha-pa-ma-ga-ri-sa". 
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SUBBARAMA DIKSHITAR 

(SANGKFTA SAMPRADAYA PRADARSHIN1) 



Arohana : sa-ga-ga-ma-pa-dha-pa-sa-ni-sa 
Avarohana Sa-ni-dha-pa-ma-maa-ga-ga-ri-sa 

3) GOVINDACIIARYA 
(SANGRAIIA CrKX)DAMANT) 

Arohana sa-ga-ri-ga-ma-pa-dha-pa-ni-Sa 
Avarohana : Sa-ni-dha-pa-ma-gaa-ri-sa 

4 ) (.SAN01TA SAARA SANGRAI IAMU) 

Arohana sa-ga-ma-pa-dha-pa-Sa 
Avarohana Sa-ni-dha-pa-ma-ga-ri-sa 

5) NADAMTJNI PANDITHAR 

(SAN( IEETA SWARA PRASTAARA SAGARAMU) 

Arohana : sa-ga-ma-pa-dha-pa-sa-ni-dha-ni-sa 
Avarohana Sa-ni-dha-pa-ma-ga-ri-sa. 

Divergence in view is primarily in respect of the ascending order of Swaras, the Arohana- 
structure. Venkatamakhin omits ri' in the Arohana and accepts vakra at the Dhaivata. 
Subb-'rama Dikshitar allows dwi-vakra in the Arohana, accepts the sanchara Sa-ni-Sa' but 
disallows "dha-ni-Sa" Govindachary a projects Vakra in the Aroliana at Gandhara and 
accepts dwi-vakra Arohana; he allows "pa-ni-Sa" These differences are surreal but not 
conflicting. We can pause to ponder - whatever be the Arohana - structure, Ananda Bhairavi 
is Ananda Bhairavi, as a rose is a rose. 

Subbarama Dikshitar provides reference that about one hundred seventy years before his 
time, the second Dhaivata-swara was admitted into this Raga. Nevertheless he brands it as 
' Panchashruti Dhaivata". 

Ihis Raga w as nourished and cherished in folk-music. It was accepted duly as a Doesheeya 
Raga, in our system. Assuming that there is no musical aberration, the presence of 
Kshetragnyas Pada, 'manchidiramu nede" and Bhadrachala Ramdas' composition, "paluke 
bangaaramaavena" show that this Raga did exist much before the era of the Trinity 
Devaranamas of Purandaradasa such as "Rama nama payasage" and "hodi nagaari mcle" are 
rendered in Raga Anandabhairavi. The musical structure of "hodi nagaari" is unique in that 
all anva-suaras are used. Kanakadasa's "muttadiro ennannu" is in this Raga Another pre- 
trinity composition remaming unsullied unto today is "Nee madi challaga" by Kavi 
MaUaibhootayya. 

Ananda Bhairavi is one of the twenty eight Ragas of Kamatic Music in which we have 
compositions by each Trinitarian. Ihrce compositions of Tyagaraja - "Necke teliyakapote" 

Kshcerasaagara vihara" and n I}ivyanama-Sankccrtana 'Rama Rama nee vaaramu" arc 
widely accepted. A fourth one, of recent emergence, "Nee balamaa" is not adequately 

•ithenticatcd Shyama Shastri's prolific output in Raga Anandabhairavi is well known and 



accepted, if not magnified to such an extent that some call this Raga as "Kuttagai" or 
exclusive, to Shyama Shastri, which is incorrect. "Marivere", "O Jagadamba", and 
Himachala Tanaya" are very popular and frequently rendered; "Pahi Shri Giri Raja Sute" is 
occassional^ rendered. The Vamam in Ata-Tala "Samini Rammanave", the Kritis "Mahilo 
Amba" and "Aa dioamuni" are unheiird of. The cumulative score of Shyama Shastri, in this 
Raga, is seven. A fact seldom and hardly appreciated is that there are seven compositions by 
Muttuswami Dikshilar, as well, in this Raga. "Kamalaamba Samrakshatu", "Maanasa 
Ouruguha", and "Tyagaraja Yoga" are famous and rendered frequently. Seldom do we get to 
hear "Aanandcshwarena" or Dandaayudhapaanim". The very rare pieces arc the lovely 
"Paradevate namaste" and "Abhayaamba naayaka". 

Vccnai Kuppaiyer's Ata-Tala Varna, "Sami ninne", is rarely heard and is limited to the 
Semmangudi school Post-trinity composers like Swati Tirunal, Iraayiamman Thampi, 
Sadashiva Rao, Mysore Vasudevachar, Papansam Shi van, G.N. Balasubramaniam and other 
have composed in this Raga. We have a lovely tillana in this Raga by Tanjavur Shankara 
Iyer, rendered emotively by the peerless Smt. D.K. Pattammal. 

Ananda Bhairavi is one of the select five Ragas which have a Navavarna and 
Navaratnamalika composition (others arc Shankatabharana, Khamboji, Kalyani and Ahiri). 
The esoteric cum metaphysical lyrical content of three of Dikshitar's compositions are so 
lofty, that mere comprehension of the contents of those compositions can present a picture of 
I Miss The Taittareeya upanishad says "eeshant aanandamavam aatmaanam upasankramya" - 
know that the Truth is Bliss. Verily, this Raga is a blissful path leading to the Truth. 

The greatness, magnificience of Anandabhairavi can be stated as "Anandabhairavi 
vaibhavam - asmadjanasukha pradam - rakti raga yoga vaibhavam, raga yoga vaibhavam, 
yoga vaibhavam, vaibhavam, bhavam, vain". The glory of Anandabhairavi shall confer 
benefits on us; it is a great Rakti Raga; it attracts listeners, has great spiritual content, is 
majestic, is one Raga for the future too; it is characterised by the Vashatkaara - Vam - a 
traya (akshari) swara Raga. The "sa-pa-Sa" Sanchara can be effectively used only in very 
few Ragas, of which Ananda Bhairavi is one. 

Let us examine the "pa-dha-pa-Sa" sanchara, involving the Chatushruti Dhaivata. We can see 
this Sanchara also in Poorvi Kalyani and Begada. These three Ragas do generate a feeling of 
Ananda, when heard What is the mystery behind this ? This is matter for research, a subject 
for in-depth study. 



Ananda Bhairavi is a classical example of a folk-oriented Raga scaling the pinnacle of 
classicism. 



RAGANIJBHAVA - RAGA ANANDABHAIRAVI 

SUMMARY OF PROCEEDINGS HELD ON 15™ NOVEMBER 1999 

PR . V . V . SRI VAT S A (INTRODU CTION AND HISTORICAL BACKGROl IMP) 

The l*aga Anandabhairavi is of indeterminate origin and has existed from medieval peritxls, 
in the folk-tradition. This Raga is not referred to in texts like Sangeeta Makaranda, Sangeeta 
Ratiiakara. Swaramela Kalanihi or Raga Vibhoda. There is no reference in the main-text of 
Chaturdandi Prakaashika but a reference is found in the supplementary-passage, Anubhanda. 
In "Raga Ukshana", Shahji states that "Bhairavi is the mela for Anandabhairavi" and not that 
Aiiandabhairavi is a derivative of Bhairavi. This, perhaps, is indicative of the fact that Raga 
Anandabhairavi was very much in vogue in folklore and that the observation by Shahji was 
an off-shoot of an attempt to classify this Raga in the classical system. 

ITiough stnictural variances can be desccrned in the views expressed by musicologists, it is 
obvious that this Raga underwent manifold changes, in course of time. There was no 
uniformity, in conceptual terms, even amongst the members of the Kamatic Music T rinity. 
Originally, the Tyagaraja tradition avoided the Antara Gandhara Swara, though nowadays 
used in Tyagaraja Kritis. The Dikshitar school strictly avoids the Swara. The Antara 
Gandhara s presence in compositions by Shyama Shastri is profound. 

The uniqueness of this Raga is that it appears to have a Poorvanga and an Uttaranga - 
ostensibly independent but interconnected by an unseen aesthetic thread. This is also 
visualised in the "sa-pa-Sa" prayoga found in two compositions of this Raga. Madhyama and 
Gandhara on one side and Nishada and Shadja on another side, function as jeeva and nyasa 
Swaras of Raga Anandabhairavi. 

Citing examples of compositions, it is well-established that Raga Anandabhairavi was a 
musical force to reckon with, even in the pre-trinity period. 

SHRI O.V.SUBRAMANIAM 

The reportaire available in Raga Anandabhairavi is unique and specialised. It ranges from 
dell-touches of Ranjakatva to heavy musical passages. The trinity of Kamatic Music revelled 
in compositions in this Raga. Two compositions worthy of mention are "Neeke Teliyaka" 
by Tyagaraja and "Tyagaraja Yoga" by Dikshitar. "Marivere Gati" by Shyama Shastri is a 
masterpiece. Reference was made to Ramanathapuram Srinivasa Iyengar's Kriti "Sad 
Bhaktiyu" 

Shri O.V. Subramaniam rendered selected passages from the compositions, "Neeke 
Teliyakapote", "Marivere gati" and "Sadbhaktiyu galgajesi". 

SMT. GI-KTA BENNHTI 

Smt. Bennett recalled some tips taught to her, in her formative years, by her parcnt-cum- 
teacher, the redoubtable Dr. S. Ramanathan. A passage taught by Dr. Ramanathan to identify 
Raga Anandabhairavi, initially sounded archaic, the value of which was well comprehended 
in course of progression of her musical knowledge. She cited special sancharas of swaras 



found in the Geeta of Raga Anandabhairavi, "Kamala Sulochana", including the sanehara 
"Sa-ni-dha-ni-Sa". 

Concumng with the view expressed earlier that this Raga had two distinct musical halves, 
she identified the intrinsic interrelationship between the madhyama-gandhara and panchama- 
dliaivata swaras. She mentioned the speciality of Swara-sthana that a Vainika should 
appreciate, when playing this Raga. She stated that ornamentation stemmed from swara- 
sequencmg and Anuswaras while gamakas regulated the Rasanubhava. An overdose of 
gamakas was not welcome. Nevertheless, fragmentary felicity though fine, was only a part of 
an integral whole, the effect of which was merely aesthetic - excellence. This was the 
guideline adopted by great composers including the Trinity, she said. 

Anandabhairavi has been a subject of bio-research, she mentioned. The importance of this 
Raga cannot be over exaggerated. Smt. Bennett opined that the dominance of the Anya- 
Swara Dhaivata was so great the it obliterated the presence of the supposedly original 
Dhaivata Swara. It is logical to construe Raga Anandabhairavi as a derivative of 
Karaharapriya, on this ground, in her view. 

DR. SR1RAM P ARASURAM 

Dharma means to stride an established path. The stnicture of the Raga is inviolable and any 
creative aspect had to be within the structural frame work of the Raga. In this Raga, there 
was adequate scope for creativity, though the patterns to be adopted were fairly finite. Dr. 
Snram Parasuram expressed the view that creativity is best seen in the proper sequencing of 
suara-phrases. He also mentioned that the inherent nature of a Raga did influence the 
renditional speed, which factor also conditioned phrase-sequencing. He demonstrated some 
patterns of sequencing. This was creativity at a macro-level. 

Delving to the micro-level. Dr. Parasuram stated that the proficiency of a performer is best 
visualised in handling of the sub-phrases. The brevity of the sub-phrases were such that care 
had to be exercised during rendition of a particular Raga and only the optimum-applicablitiy 
should prevail. Sub-phrases have commanality with phrases of other Ragas. Hencr, 
creativity should manifest with due diligence and care. He identified, on the basis of sub- 
phrases.'about sixteen proximate and allied Ragas, in respect of Raga Anandabhairavi 

Dr. Sriram Parasuram presented some special sub-phrases. 

SHRIT.P. VAIDYANATHAN 

Dealing with allied Ragas, Shn Vaidvanathan chose Rcetigowia, Bhairavi and Huseni as the 
Ragas allied closest to Raga Anandabhairavi. He compared and contrasted Anandabhai-avi 
and Rcetigowia, by rendition. He mentioned that the limitation of mandarasthayi movement 
in Raga Anandabhairavi into Raga Rcetigowia. As regards Huseni, the greater element of 
flexibility in that Raga distinguished it from Raga Anandabhairavi. Movements like "ma-pa- 
dha-ni-Sa" possible in Huseni were not permitted in Raga Anandabhairavi Also the 
Rasanubhava of I Iuscni varied salicntly from Anandabhairavi, though they were proximate 
Ragas. 



Apropos Dhairavi and Anandabhairavi, there were finite boundaries and distinctions. The 
Dhaivata in Bhairavi kept that Raga in a class apart. Many swara prayogas of Raga Bhairavi 
were inapplicable in Raga Anandabhairavi. The alliance was distant and conditioned. 

Shn Vaidyanathan rendered a rare composition of Mysore Sadashiva rao, m Raga 
Anandabhairavi. 



Tyagarajaswami attended a show by folk-musicians at Tiruvaiyaru and was very 
pleased at their rendition ot'Raga Anandabhairavi. After the show, the lead musician 
prostrated before Tyagarajaswami and sought a boon. He requested the sain-bard not 
to compose any more in Raga Anandabhairavi, which was granted. This incident is 
attributed as the cause for the limited output of Tygarajaswami in this Raga. 

Muttuswami Dikshitar's first composition "Sri Naathaadi" in Raga 
Mayamalawagowla is a long winding prosodie piece with delectable Anuloma- 
Viloma swara patterns. His brothers Ualuswami and Chinnaswami were with him, 
when the first composition was rendered. 'ITiey were surprised at the fact that there 
was only one Charana in the Kriti and expressed their views. Muttuswami Dikshitar 
provides an answer to their question / doubt, in his second Kriti, "Maanasa Guruguha" 
in Raga Anandabhairavi, in the passage "matva tadeka charanam". 

A fact, hardly appreciated is that the uniqueness of Dikshitar's output is seen from his 
uni-charana compositions. 

The equivalent of "Nidhi Chala Sukhama" or "Hcena maanavaashrayam tyajamr is 
seen in a swara-sahitya passage of Shyama Shasta's composition in Raga 
Anandabhairavi, where he condemns ill-behaved, pompous persons of power as 
"Dushprabhu". Thus, "O Jagadamba" is the "Nidhi-Chala sukhama" of the Shyama 
Shastri tradition. 

A musician with his entourage, was passing by a well planned and laid-out village 
located between Mannargudi and Kumbakonam. Residents of this village requested 
the musician to stop and have darshan of Lord Santanarama, enshrined in a temple of 
that village. The musician, Ramanathapuram Srinivasa Iyengar disembarked and was 
enchanted by the idol of Santanarama. Mis devotion manifested as a beautiful Kriti in 
Raga Anandabhairavi, "Sadbhaktiyu galga jesi" This incident took place at 
Yamunaambapuri, now known as Nidamangalam. 

The most widely travelled composers are Purandaradasa and Dikshitar. During one of 
his travels in the Navalgund - Gadag sector, Purandaradasa saw a fort. The big-drum 
(Nagaara - murashu) was sounded as a time-signal. Purandaradasa perceived that the 
drum was proclaiming the omnipresence of Vishnu "I prithiviyolu vyaapaka - 
naaghiha Sripati Purandara Vitthalane paranendu" This lofty concept can be seen in 
a Devaranama, "Modi Nagari mele", rendered in Raga Anandabhairavi. 

The Paramacharya of Kanchi was moved to tears when he heard the passage "avayava 
traya" in the Dikshitar Kriti, "Anandeshwarena", in Raga Anandabhairavi - with lofty 
Adwaitic concepts. As a mark of respect to Dikshitar, the Paramacharya ordained that 
the composition should not be rendered in concerts and should be sung only in a 
temple, in a shrine of Dikshitar, or in the presence of a Sanyasi. This directive is 
being followed by everyone. Such is the greatness of a Dikshitar Kxiti in Raga 
Anandabhairavi. 




QUESTIONS Q* RACA ANANDABHAIRAVI 



K ) WHICH MELAKARTA OROI IP DOES ANANDABI IAIRAVI BEL< )NG T( ) 7 
ANS : 20™ MELAKARTA (NATABI IAIRAVI) 

WHA T IS UNIQUE ABOUT THE SWARA PATTERN IN I I IE AROl IANA 7 
ANS : UBHAYA VAKRA SANCHARA 

WHICH IS THE PRIMARY ANYA-SWARA THAT MAKES ANANDA 
Bl IAIRAVI A BI IASI IANCiA RAOA 7 

ANS CHATUSHRUTI (PANCHASI IRUTI) DIIAIVATA 

IN WHICH KRITI OF THIS RACiA DO WE FIND DENEGRATION OF THE 
HAUGHTY POWERFI JI. PERSONS 7 

ANS : O JAGADAMBA 

WHICH COMPOSITION IN RAGA ANANDABHAIRAVI RELATES TO THE 
NIDAMANGALAM TEMPLE ? 

ANS : SADBHAKTIYU GALGAJESI 

WHICH IS THE POPULAR TARANGAM BY NARAYANA TEERTHA 
CUSTOMARILY RENDERED IN RAGA ANANDABHAIRAVI ? 

ANS : NANDA N AND AN A GOP ALA 

IN HOW MANY KRITIS OF SHYAMA SHASTRI IN THIS RAGA DO WE HAVE 
SWARA SAI IITYA PASSAGES ? 

ANS : THREE 

WHICH RAGA IS MOST PROXIMA TE TO RAGA ANANDABHAIRAVI ? 
ANS : REETIGOWLA 

WHICH COMPOSITION WAS POPULARISED BY RENDITIONS OF SANGITA 
KALAN1DHI CHTTTOOR SUBRAMANIA PILLAI ? 

ANS . MATHURA NAGARILO 

THE 'SA-RA-SA' SANCHARA OCCUR IN THE KRITI "PAHI SHRI GIRIRAJA 
SUTE" BY SHYAMA SHASTRI. WHICH OTHER KRITI HAS A SIMILAR 
PASSAGE ? 

ANS : "DANDAYUDHAPANIM" (DIKSHITAR) ^ 



...2... 

11. WHICH SYSTEM OF DANCE ADOPTED RAGA ANANDABHAIRAV1 TO A 
GREAT EXTENT ? 

ANS : KUCHIPUDI 

1 2. THE TYAGARAJA KRITI "KSHEERASAGARA" IN THIS RAGA BELONGS TO 
WHICH GROUP? 

ANS : UTSAVA SAMPRADAYA 

13. TO WHICH GROUP DOES THE SHYAMA SHASTRI KRITI MARIVERE 

Hi : LONG TO ? 

ANS : NAVARATNAMALIKA 

14. TO WHICH GROUP DOES THE KRITI "KAMALAMBA SAMRAKSHATU 
MAAM" BELONG TO ? 

ANS : KAMALAMBA NAVAAVARANA 

15. NAME THE TALA TO WHICH A VARNA BY SHYAMA SHASTRI IN RAGA 
ANANDABHAIRAVI IS SET TO 

ANS : ATA TALA (KHANDA ATA TALA) 

16 ANKCDOTF.S RELATE "MANASA GURUGUHA" A COMPOSITION BY 
DIKSHITAR TO THE STRUCTURE OF HIS COMPOSITIONS. WHAT UNIQUE 
FEATURE OF DIKSHITARS KRITIS IS RELATED TO THIS COMPOSITION ? 

ANS : UNI (OR SINGLE) CHARANA STRUCTURE 

1 7 WI HOI SWARA IS THE JEEVA SWARA OF THIS RAGA 7 
ANS MA, GA, NI, OR SA. 

18. NAME A KRITI ON SUBHRAMANYA COMPOSED BY PAPANASAM SI VAN, 
IN THIS RAGA. 

ANS : SINGARA VELA VAN 

1 9. WHICH IS THE POPULAR DEVARANAMA IN THIS RAGA ? 
ANS : RAMANAMA PAYASAKE 

20. IN WHICH KRITI OF THIS RAGA DO YOU FIND USAGE OF SHROTOVAHO 
AND GOPUCCHA YATIS ? 

ANS : TYAGARAJA YOGA VAIBHAVAM 



RAGA SAHANA 

The origin of Raga Sahana, highly popular in the contemporary classical music 
scenario, is rather obscure. There is no reference to this Raga in works like the 
Sangeeta Makaranda or the Sangeeta Ratnakara, much less, even in the 
Rasakowmudi (Ca.1560 A.D). Govindacharya has defined the structure of this Raga, 
which indeed, was 5 in vogue during the period of the Trinity. 

The hall-mark of this Raga Is the unique Gandhara Swara, which can neither be 
classified as Sadharana Gandhara or Antara Gandhara. This has resulted in 
divergent classifications - with some considering Sahana as a derivative of the 28* 
Melakarta Raga and others treating it as a derivative of the 22 nd Melakarta Raga. 
Sahana is identified substantially with Karuna Rasa and most of the compositions 
have a sympathetic strain. Rasanubhava apart, it is a very popular Raga used In 
Virurtams, rendition of Padyas Choomikas and Ragamalikas. Sahana offers ample 
felicity for permutative renditions of Swara passages, wherefore, performers revel in 
swara-patterns characterised by constructive manodharma. 

The Swaras constituting this Raga, apart from the Gandhara are Chatushruti 
Rishabha, Shuddha Madhyama, Panchama, Chatushruti Dhaivata and Kaishiki 
Nishada. The ascent (Arohana) and descent (Avarohana) have Vakera-Sancharas of 
Swaras. Theoreticians cite Sahana as one of the examples to cite the premium - 
value of aesthete satisfaction (Ranjakatva) In Ubhaya-vakra Ragas. 
The repertoire in this Raga Is fairly large - about 80-85 compositions. We have 
Tana Vamas In Adl and Khanda Ata Talas, including one by Subbarama Dikshitar. 
Pre-trinity composers have used this Raga. Of the ten compositions of Tyagaraja - 
"Giripal Nela konna", "Ee Vasudha", "Raghupate Rama", "Vandanamu 
Raghunandana" and "Emanathiechevo" are very popular. Classicism Is dlscernable 
at its pinnacle in Muttuswami Dikshitar-s compositions like "Shrl Kamalambikaayam" 
"Abhayaambayam" and "Eeshanaadi Shlvaakara". There Is no composition by 
Shyama Shastri, in this Raga, which deficiency is made good by Annaswaml Shastri's 
composition "Inkeverunnaaru". 

Amongst post-trinity compositions, Patnam Subramanla Iyer's "Rama Ikanannu 
brova" is outstanding, as also are some compositions of Papanasam Shivan. 
There are many popular Padams In Sahana like "Joodare aadinaadlche", "Mogaduchu 
pilachide", "Moratopu" and "Inl enna pecchu". ;The mystery of the first Padam, 
ascribed to Kshetragnya, in this Raga, is not satisfactorily explicable. 



Another salient feature is the "Mitatva" aspect of this Raga. Alapana, Gamakas, 
Swara-prasthara has to be limited, yet not very brief. Hence, its universal appeal. 
Amongst anecdotes, the first pertains to the promise made by Lord Rama to 
Tyagarajaswami, assuring deliverance from human bondage in ten days' time. This 
is mentioned in the Kriti "Giripai Nelakonna". The next one relates to the 
unforgettable rendition of this Raga by nagaswara vidwans of Chidambaram - who 
used the opening lines of Ramaswami Dikshitar's composition "Vaashi Vaashl" - for 
the Pallavi part of their Ragam, Tanam and Pallavi. In days bygone, this Raga had a 
place of pride in the presentations of the danceuse, Mylapore Gowrl Ammal. In 
recent times, we have the observations of N.E.Purushottaman, who wrote that he 
wished to shed his mortal coils (so that he hears no more) after listening to a 
rendition of "Vandanamu Raghunandana" by Smt. D.K. Pattammal. 
Sahana is a highly emotive Raga offering an ethereal level of Rasanubhava. 



***** 



SUMMARY OF PROCEEDINGS ON 22" u SEPTEMBER 1999 



RAGA SAHANA 

introduction : Sahana is a highly emotive Raga with contours 

of Karuna and Shanta Rasas. It Is not referred 
to in medieval musicological texts but became 
one of the popular Ragas prior to the age of the 
Trinity. The district but variant Gandhara Swara 
is the characteristic of this Raga. The effective 
combination of Gamakas with Swaras generates 
the Rasa Anubhava. Used widely in 
Ragamalikas, Viruttams etc: it is a highly 
popular Raga with performers mainly because 
of the affordable felicity in Swara singing. Many 
composers have presented masterpieces in this 
Raga. The reportoire is sizable. 

- {Dr. V. V. Srivatsa) 

HISTORICAL / MUSICOLOGICAL 

ORIGINS OF raga sahana : The moorchana pattern culminating in the 

Raga Sahana were demonstrated. Agreeing 
with the introductory remarks, Sahana was first 
mentioned as a derivative of the Khamboji Mela 
by Paidala Gurumoorthy Shastri. The use of 
the Raga-Mudra technique by Dikshitar leads to 
the possibility of the name of this Raga having 
been Shana. The Gandhara Swara was termed 
as "Trishanku Gandhara" - which in reality was 
above the Sadharana Gandhara and below the 
Antara Gandhara. The Gandhara primarily 
appeared only in some sancharas and cannot 
be deemed as freely - used. Most favour the 
Antara Gandhara while few use the Sadharana 
Gandhara. The Ubhaya-Vakratva enhances 
aesthetics, which was demonstrated. 

- {Dr. S. R. Janakiramari) 

MANODHARMA SCOPE IN 

RAGA sahana There is no standardisation of finite 

prescription, through there is ample scope. 
The accent should delve on the avoidance of 
repetitive phrases. A pen-picture, in 
comparitive terms, was presented, using Raga 
Mandhari. Inasmuch as Raga Ghanta was 
deemed an allotropic modification of Raga 
Dhanyashi, Sahana's modification leads to Raga 
Dwijaavanti. 

- {Prof. T. R. Subramaniam) 
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USE OF GAMAKAS IN 
RAGA SAHANA 



COMPOSITIONS IN RAGA 
SAHANA 



ALLIED RAGAS 



There are many special passages with unique 
swara patterns, even in the Adi Tala Varna, 
demonstrated duly. Several delectable swara 
passages are seen in the Kamalamba 
Navavarna kriti. The combination of the 
Gamakas, ascending / descending Jaaru is so 
facile with the Swaras, which results in the 
Karuna Rasanubhava. There have been 
renditions exclusively with Sadharana Gandhara 
only, which is no way, has devalued aesthetics. 

- ( Vktwan N. Ravikirari) 

Abundant, a favourite of several composers, 
many of which were Individually cited. Using 
Graha-Swara as the yard-stick, the Raga 
afforded quite a variety. Special mention was 
made of a composition of Muthiah Bhagavatar 
with the Madhyama as the Graha Swara. 
Modern composers have maintained the 
precedent purity and values. Many Padams in 
this Raga are popular, most of which were 
referred to. There appears to be no Tillana in 
this Raga. 

- ( Vidushi Smt Seeta Rajan) 

The most proximate Raga, obviously is 
Dwljavanti. It is not merely the musical format 
that defines allied Ragas. Due weightage 
should be given to Ragas with similar 
swaraprayogas. Examples cited Included 
passages from Ragas like Malavi, Begada, 
Kanada and Vedaghoshapriya. 

- {Smt Suguna Varadachari) 



BRAIN TEASERS 



SAHITYA 

1 ) In which composition is Krishna referred to as "Rowhineya Anuja" ? 

2) In which composition is Devi described as being worshipped by Sanskrit - 
"Geervana Vandita" 

3) In which kriti is the unparliamentary word "harami" used ? 

BHAVA 

1 ) Identify the composition in Raga Khamboji which amounts to a Nindastuti, 
composed by Tyagaraja. 

2) In which Kriti is the most-effective Nayaki Bhava of Tyagaraja seen ? 

3) Identify a Kriti of Dikshitar in which he prays for liberation. 

RAGA 

1 ) What is an Ekaika Raga Kriti ? 

2) Which Raga is absolutely exclusive to Shyama Shastri ? 

3) How many "Manohari" Ragas are there ? 

JALA 

1 ) How many Kritis in Khamboji Raga are set to Khanda Ata Tala ? 

2) Other than compositions by Muttuswami Dikshitar, how many kritis are there 
set to KhanHa Eka Tala ? 

3) Who was the master - composer of Sooladis ? 

LOCATIONS 

1) How many kritis on Devi Meenakshi of Madurai have been rendered by 
Shyama Shastri ? 

2) Name the Srirangam Pancharatna kritis of Muttuswami Dikshitar. 

3) Identify the four shrines, to which, Tyagaraja, Dikshitar and Shyama Shastri - 
all three have dedicated compositions. 

PARAMPARA 

1) Which great teacher is said to have produced "Pancharatnas" - five great 
disciples ? 

2) Apart from Walajapet, Umayalpuram and Lalgudi branches - there was one 
more Tyagaraja parampara. Identify it. 

3) Who was the direct guru of Mysore Vasudevachar ? 
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ANSWERS TO BRAIN TEASERS 

SAHITYA 

1 . "Siddhivinayakam" (Raga Chamara) by Muttuswami Dikshitar 

2. "Parvati Ninnu" (Raga Kalkada) by Shyama Shastri. 

3. "Edutanilachite" (Raga Shankarabharana) by Tyagaraja 

BHAVA 

1 . "Mari Mari ninne" 

2. "Kanulu Daakani" (Kalyanavasanta) 

3. "Guruguhaaya" (Raga Sama) 

RAGA 

1 . An Ekaika Raga Kriti is an only Kriti in that Raga. 

2. Chintamani 

3. Twelve 

TALA 

1 . Three 

2. Three, one each by three composers 

3. Purandaradasa 

LOCATIONS 

1 . Nine - the "Navaratnamalika" series. 

2. Ranganayakam (Nayaki), Shri Ranganaathaaya (Dhanyashi), Rangapura 
Vihara (Brundavana Saranga), Shri Ranganatham (Poorna Chandrika) and 
Shri Bhargavi (Mangala Kaishiki). 

3. (a) Devi Kamakshi (Kanchipura) 

(b) Shri Varadaraja (Kanchipura) 

(c) Devi Dharmasamvarddhani (Tiruvaiyaru) 

(d) Devi Neelayataahshi (Nagapatnam) 

PARAMPARA 

1 . Maanambacchavadi Venkatasubba Iyer 

(Disciples were Maha Vaidyanatha Iyer, Sharabha Shastri, Patnam 
Subramania Iyer, Fiddle Venkoba Rao and Tyagaraja [grandson of Saint 
Tyagaraja]). 

2. Tillaisthanam Parampara 

3. Patnam Subramania Iyer. 



QUIZ ON RAGA VARALI 



WHAT IS THE SIGNIFICANCE OF THE WORD "VARALI" ? 

NAME FIVE MITRA RAGAS WITH THE SUFFIX "VARALI" OF 
WHICH ATLEAST TWO SHOULD BE SHUDDHA MADHYAMA 
RAGAS. 

VARALI IS ONE OF THE SELECT RAGAS IN WHICH YOU HAVE 
COMPOSITIONS BY EACH MEMBER OF THE KARNATIC MUSIC 
TRINITY (.) HOW MANY SUCH SELECT RAGAS ARE THERE ? 

IS THE RAGA VARALI AS IN VOGUE TODAY A MELAKARTA OR 
AN UPANGA RAGA? 

GIVE THE SEQUENTIAL NUMBER OF VARALI IN THE 
PRATHAMA GHANA PANCHAKA 

WHY IS VARALI CALLED A GHANA RAGA ? 

WHAT IS THE UNIQUENESS OF VARALI AS A GHANA RAGA ? 

WHO IS THE AUTHOR OF A LAKSHANA GEETA IN RAGA 
VARALI ? 

IS THERE A VARNAM IN RAGA VARALI ? 

IS THERE A TALA COMMON TO THE COMPOSITIONS OF THE 
TRINITY ? IF SO IDENTIFY THE SAME. 

IN WHICH COMPOSITION OF THIS RAGA IS RAMA DESCRIBED 
AS WEARING A GARLAND OF BEADS ? 

WHOSE CONQUESTS ARE GLORIFIED IN A KRITI OF THIS 
RAGA ? 

WHAT IS THE UNIQUENESS OF THE KRITI "LAMBODARAYA" 
BY DIKSHITAR IN THIS RAGA ? 



WHICH KRITI OF THIS RAGA BELONGS TO THE PRAHLADA 
BHAKTI VIJAYA SERIES ? 



...2... 

15. WHICH SWARA PRASTARA OF THE TARA-STHAYI IS A 
VISHESHA PRAYOGA ? 

1 6. NAME A fcRITI BY SHY AMA SHASTRI IN THIS RAGA 

17. NAME THE TIRUPPAVAI VERSE IN THIS RAGA POPULARISED 
BY SHRI ARIYAKUDI RAMANUJA IYENGAR 

18. WHICH IS THE DOMINANT RASA EXPERIENCED IN THIS 
RAGA? 

19. WHICH POPULAR SONG IN THIS RAGA RELATES TO THE 
PILGRIM CENTRE PALANI ? 

20. NAME A PADAM IN THIS RAGA. 

***** 
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ANSWERS TO Q UIZ ON RAG A VARALI 

L. BEE 

2. Kokilavarali, Punnagavarali, Pratapavarali, Pantuvarali, Shivapantuvarali, 
Kuntalavarali. Ganasamavarali, Vasanta Varali. 

3. 28 

4 UPANGA 

5. 4 

6. It gives adequate scope for rendition of Tanas. 
7 It is the only prati-madhyama Ghana Raga. 

8. VENKATAMAKHI / TULAJA 

9. Yes. "Vanajaksha" by Ramanathapuram Srinivasa Ayyengar. 

10. MishraChapu. 

1 1 . "Kanakana Ruchira" 

12. Devi Meenakshi 

1 3. Belongs to the Ghana Raga Ganesha Panchaka by Dikshitar. 

14. "Etijanma" 

15. "Sa pa ma gaa ri" 

16. "Kamakshi" 

17. AyJiimazhaik Kanna 

1 8. Karuna Rasa 

19. 1 Kaa Vaa Vaa" - Papanasam Sivan 

20. VALAPU DASA 
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QUIZ ON RAGA REETIGOWLA 

1 ) IS REETIGOWLA A SHADJAGRAMA RAGA ? 
Ans NO 

2) WHAT IS THE SPECIAL STATUS CONFERRED BY RAMAMATYA ON THIS RAGA ? 

Ans HE SAID THAT REETIGOWLA IS A "MADHYAMA RAGA" - CAPABLE OF ALAPANA TO 
SOME EXTENT. 

3) WHAT IS THE SPECIAL COMMENT BY VENKATAMAKHI ABOUT THIS RAGA ? 

Ans HE SAID THAT THIS RAGA WAS IDEALLY SUITED FOR RENDITION IN THE EVENINGS. 

4) IS THIS A DERIVATIVE OF THE 20™ MELAKARTA 

Ans COIN BE CONSIDERED AND HAS BEEN CONSIDERED SO. 

5) WHO IS THE COMPOSER OF THE ATA TALA VARNA IN THIS RAGA ? 
Ans VEENAI KUPPAIYER 

6) IDENTIFY THE JEEVASWARAS OF THIS RAGA 
Ans GANDHARA, MADHYAMA, DHAIVATA AND NISHADA 

7) IS THIS A GHANA RAGA? 
Ans YES 

8) WHICH SWARA IS BEST SUITED FOR NYASA IN THIS RAGA 
An3 MADHYAMA 

9) IS THERE A LULLABY TYPE COMPOSITION IN THIS RAGA 
Ans YES - ONE BY TYAGARAJA. 

10) IN WHICH COMPOSITIONS DO WE HAVE A REFERENCE TO VIBHISHANA BEING 
CONFERRED RULERSHIP OF LANKA. 

Ans "BADALIGA DEERA' BY TYAGARAJA. 

11) WHICH IS THE NAYIKA-BHAVA ORIENTED COMPOSITION IN THIS RAGA 
Ans "CHERA RAAVADEMI" BY TYAGARAJA. 
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12) 


NAME A COMPOSITION IN THIS RAGA DEDICATED TO GANFSHA 


Ans 


TATTVAM ARIYA" BY PAPANASAM SHIVAN 

• I > (III 1 tl «t 1 > 1 <J 1 1 / II 1 ll 1/ IVl * 1 VI ^/ 1 1 1 V It I 1 • 


13) 


IS THERE ANY DIKSHITAR KRITI IN THIS RAGA 


Ans 


YES, ONE - "NEELOTPALAAMBAAM" 


14) 


WHICH KRITI OF SHYAMA SHASTRI HAS MIGRATED TO THIS RAGA 7 

. • w . . «i ■ ■ ■ wi i innri wi i/iwi i \i i i/-\w ivii v^i \n i i_ l-* i v«/ mho r\r\VJr\ j 


Ans 


"NINNUVINA MARIGALADA" 


15) 

r 


WHICH COMPOSITION IN THIS RAGA IS IN PRAISF OF SAINT TYAPARA ia 

mi nvi i vviyii vgnivn ii« who i\n*jn io IH r r\nlOL w r OAMIm 1 1 I ni\jr\i\r<Jr> 


Ans 


SADGURU SWAMIKI" BY RAMANATHAPURAM SRINIV/A^A IYFMPAR 




WHERE IN THIS RAGA DO WE FIND REFERENCE TO A GARI ANn DF rapaq 


Ans 


IN THE KRITI "RAGARATNA" BY TYAGARAJA 

• ■•■ta.iti^iii ■ \j \ Will »» « 1 ll r» wni V\vn . 


17) 


WHICH IS THE POPULAR KRITI OF SWATI TIRUNAI ? 


Ans 


"PARIPAALAYAMAAM" 


18) 


IDENTIFY A COMPOSITION IN THIS RAGA BY A 1 ADY POMP09FR 


Ans 


GURUVAYOORAPPANE" BY AMBUJAM KRISHNA 


19) 


IS THERE ANY PADAM OR JAVALI IN REETIGOWLA ? 


Ans 


YES - ONE EACH. 


20) 


ISTHERE CONCEPTUAL / EQUIVELENT TO "VITAMUSEYAVE" IN THIS RAGA ? 


Ans 


YES - TAAMBULAVA KOLLU" BY PURANDARA DASA. 



QUIZ ON RAG A BEGADA 



1. NAME THE AUTHOR OF A LAKSHANA GEETA IN RAGA 
BEGADA 

2. IS THERE A VARNA SET TO KHANDA-ATA TALA IN RAGA 
BEGADA ? 

3. WHO IS THE COMPOSER OF THE VARNA "DAYAANIDHE 
MAMAVA" IN THIS RAGA ? 

4 WHAT IS THE COMMON FACTOR AMONGST RAGAS ANANDA 
BHAIRAVI. POORVI KALYANI AND BEGADA ? 

5. WHICH KRITI IN THIS RAGA EXTOLLS THE VIRTUES OF 
DEVOTEES ? 

6. WHAT IS THE CORRECT SIGNIFICANCE OF THE EXPRESSION 
"SWATANTRA" IN THE KRITI "NADOPASAN A" BY 
TYAGARAJA? 

7. WHICH COMPOSER HAS DEDICATED A SONG IN THIS RAGA TO 
DEVI MEENAKSHI OF MADURAI ? 

8 A COMPOSITION IN THIS RAGA DEDICATED TO LORD 
MURUGA OF VAIYAPURI VERY POPULAR SOME DECADES 
BACK, VIRTUALLY EXTINCT NOW - NAME THE COMPOSER 

9. IS THERE A COMPOSITION BELONGING TO A NAVA-VIDHA 
BHAKTI SERIES IN THIS RAGA ? 

10. IN WHICH KRITI DO WE GET A REFERENCE ABOUT EIGHT 
TYPES OF YOGAS ? 

II WHICH IS THE FAMOUS KRITI IN THIS RAGA DEDICATED TO 
GANESHA ? 

12. IN WHICH KRITI DO WE COME ACROSS THE DELECTABLE 
SANCHARA "GAA RI SA NI DHA PA MA GA RI" ? 



.2. 



...2... 

WHAT IS THE UNIQUE FEATURE FOUND IN THE COMPOSITION 
"KAMAKSHI NAATO" ? 

IS THERE ANY KRITI IN THIS RAGA SET TO CHATUSHRA 
TRIPUTA TALA TISHRA NADA1 ? 

NAME A COMPOSITION BY MAZHAVA1 SUBBARAMA 
BHAGAVATAR IN THIS RAGA 

THE NAME OF A FAMOUS COMPOSER - MUSICIAN IS LINKED 
TO THIS RAGA : IDENTIFY HIM 

NAME THE COMPOSITION OF THE DISCIPLE OF THE 
COMPOSER —MUSICIAN OF THE PREVIOUS QUESTION WHICH 
IS VERY POPULAR 

A POPULAR PALLAVI USUALLY RENDERED IN THIS RAGA 
STARTS WITH THE WORDS "SANK AT A HARANA" - COMPLETE 
THE SAHITY A OF THIS PALLAVI 

WHO IS THE AUTHOR OF THE COMPOSITION (PADAM) "YAALA 
BADARE'" ? 

WHO COMPOSED THE JAVALI 1DI NEEKU MARIYAADAGAA" ? 

***** 



ANSWERS TO QUIZ ON RAGA BEGADA 

Ql. VENKATAMAKHI 

Q2. There are two Varnas set to Khanda-Ata Tala. "Marachitlunde" (Patnam 
Subhramanya Iyer) and "Inda Priyamukha" (Tiruvarur Ayyaswami Nattuvanar) 

Q3. Shyama Shastri 

Q4 The sanchara "pa-dha-pa-Sa" 

Q5. "Bhaktuni Charitramu" (Tyagaraja) 

Q6. Self-practicioner 

Q7. Muttuswami Dikshitar 

Q8 Vaiyapuri Duraiswami Kavirayar. 

Q9. Yes (by Swati Tininal) 

Q 1 0, "Shri Matah Shiva" (Muttuswami Dikshitar) 

Qll. Vallabha Nayakasya 

Q 1 2. "Karunakara Mamava" (Gwati Tirunal) 

Q 1 3 . Non swara-sahityu madhyama-kala passage by Shyama Shastri. 

0 1 4. Yes ; "Galtiganu Naiinu" (Tyagaraja) 

Q15. None 

Q 1 6. Patnam Subhramanya Iyer. 

Ql 7. "Artudinamu" (Ramanathapuram Srinivasa Iyengar) 

Q 1 8. "Tirupati Venkata Ramana". 

Q 1 9. Kshetragnya 

Q20. Dharmapuri Subbaraya Aiyer. 

**** 



SIMILARITIES BETWEEN WESTERN AND KARNATIC MUSIC SYStt r\ ,$ 
(FROM MELODIC. RHYTHMIC AND GENERAL CONCEPT) 

1 Both systems have been pitch levels on their basic scales. 

2. Both systems have names and solfa name for the seven pitch levels. 



WESTERN KARNATIC WESTERN KARNA 

Tonic Shadja Do Sa 

Supertonic Rishabha Re Ri 

Mediant Gandhara Mi Ga 

Sub-dominant Madhyama Fa Ma 

Dominant Panchama Sol Pa 

Sub-mediant Dhaivata La Dha 

Leading Note Nishadha Ti Ni 



3. In both systems, the seven pitch levels are expanded into twelve notes. 

4. Both systems have scale-variations . based on notes that they take ; 

a. In Karnatic Music, they have sharp and Hats. 

b. In Western Music, the scales vary with the key - signatures. 

5. Both systems have the concept of modulation or change of the basic key : 

a. This is a regular feature in Western Music. 

b. Limited to some Ragas in Karnatic Music. 

6 The trinal and quadra (three and four) beats are common to both systems. 

7. The concept of syncopation 3 + 4 (7) beats can be found in the rhythm patterns of both systems. 

8. Similar music forms are found in both systems : 

WESTERN KARNATIC 

Binary Pallavi and Charana 

Ternary Pallavi, Anupallavi & Charan* 

9. Historically viewed, both systems originate religious music. 

10. Both systems are integral parts of rituals related to religious worship. 

1 1 . Keyboard instruments are used in both systems 



12. both systems permit inter culturahsm in music. 




<@iLijbjl51iLi6uri : i_rr&Lrt ClEIL GSoi. Qngni^BiurT 



(S^QjffirT©QJ6rfl g2fj6roL <%$U6fil6b 26.3.2000 aisup 

(9l6fflffiffiUULL atUJQj 



CTOTuuCBQjgi LjluLDrraxjTnija©aDLijj ffn^ftrib. 

fifflSET LDSXJTL60nij«86DLJ UJDjrSl £-«DjDULl(2# S3(BllJrT$Q£Li). ®gJQJ6OTJI$). ^rfllUOT 2.6TT6TflLL 
LDfiDTL6DfHJS6rfl6DT (8urTa6ffiSUUfbltfl cStlLJQJ 6l0UJQJ§j ffl(8llJn#QJlli> 6T6OTC{I3rT£56TT ^ftfrT ! ^[f^i 

amnAgdr QurT(t56iT ajrfliLisjT (Lp^o51uj &n&ii\&6n ctotuS^ ^},@Lb. «n6ou <SurT«$6b <@«d# 

^IRtTT 6T6OT LDfTjbjdl. <%rfilJJgU«@LULL 6T6OTd5 QarTfiXJTLfiJTrT. ffimiffiffi 6TTLb@il5l6CD5Ujl6b ! 

smf?r?j^3HWAji wzwr 

^TH^R J m ^ info qirrf TTTft^ 1 1 

CTSjTJD QJ*6DT^66T 6UrTlijl60rTffi S3(8u_irT$6}J? fl^aan^jOT ^p6DLDrTa IBLa«Q!il([BS(SLi) {56060$]. 

6iffiLL§j«86n c^(r51uj6omjb 6TejTuuL(B6rT6TT§i. ^tfrrf^ : WifcH 3T^F^^ Bufiid ^TsF 

6T60T£U€TOfD^gJ Q51ojT616U6Tflffi (8f5fT6rTf56iT <9hLt_rTf6 SffrtjBg] c§)6CDLD«@Li) ffffiSljSLD K(8lLirT^SijJ 

^aarni) CTOTp <5bifcSl6DTfT. Sb&FB»au$$gn eyDejrp LSlrr^rrsjT c^lniji£BrBJS6tT <£n<$rHj<$6n. 

IBffinP^JUfHJ*6rT. 0(T^£66iT 6T6DTU6DT. (%rflUJLDaXJrL60li) @6DTpa@ LDLCB^LD 0rUJLDrT£5 
S?6TflLL|6iT6rT^rT^JLb. 6J860TU &n&™5>m fifclfllUfirflfflT gerftoiu Ljln^uuoSluu^rT^jLi). af§)6U60T(l51 

ajrflajgfijT^ »ji)jtf)(8lLI urT<S£6 «Yranij&6rT arLp6bQ].$rTg|Li> , d8rr&nijf56Tf)6b (Lpffi^iU(Lp6CDLiLigj a&rfliuGajr 

6T60T5 61<!5rT6XJTLfiJTrr. 

^©ULDniiJLDrTgJT 6$6DT(8iD61!LirT6DT((T36DT UnUUffli)LD06Q>£> 2_U{f>QJ2#$6b ^TFrRRl 3T^ ! 
y r<4 1^1 ^ effort 6T60T QLDfTyjljjgj, cSijjffi lilXTLDLD^^JfB® <9\6ff\aG>UUQlb 2.(15 6UrRJf5g6TTU Ujbllfl 

eflliurTL51s@Lb u©Li)U) f&$ <9\5>eti 6T66Tpii), <9jffi#rfl3btfU)rT6Dr MQIltlDfiJbfLepitf* <@jb$II*. QimiJ 

<^£B^a@3Lb 6nT , 6UrrLD6tCTL6D^6b <%rfllLieOT (Lp^eSlUJ ^£5^<S&6TT SfflUJmSltfgl ^©LJU^rTffiiB flhUjlCDTlt. 

y,u5l£6@6rT ajffiajfl <®©uu6a)# 6rrflLDSD86D«6rr 6umi3l6orTffi <9\&Q>om\b. ®fi>$n, QirTlL|, 
CTajruuLLgj LD6CDypu_|Lb . arTjDpii) <%<®ii). (tp6DT(©6u^n6OT 6ro ,, 6UfT Seorrffi^sb LDrTii)JDrHJ«6rT 
<@©rBj£rT6b. ai^g},ta)LUJ U606dt<s6tt gojrr, g,®6orTara«6ifl6b Q$anu(Bw ctot^ Q^fT6bQjgj 



(B^rT60TfD60rTLb . <®SD#(3lLI 

BIOSPHERE, IONOSPHERE, STRATOSPHERE 6TaJT©60 @UL|«6iarT6iT©lj)UU2 £_6iT6rT^rT? ggfiJTlJJ 

iDQ?D&- sgjT, £<8urr. 6ro^iu (BeorTffirHJserfleb ud5Li5LD5=ffiJ«GrT u©a=4 > ^nijffi6nnffi &6b6Dn$i. 
«9ijLDrTgu«ap^Qj @6TOTraa(S6DrT(B &®&&\b CT66TjD6DTrt. (2oj^oj6b6i51 0lii>sDLDiijrTrT : <T*r 

»Jc1lrflrt mm cjfa CTOTUUrTLPLUffD^ jgaD60TQj,Ll42ffi61ffirT6rT6TTGDrTLi). 

ajrtiu d)LbLi££6b SUN - SPOT - ACTIVITY &$a»M®rii&neo qqiuuli) QJ6nrtiBgi ^nopgcT $860 
^©«ffiu(SurT6U6CD^ (LpeDTQeor^rflAecDfiB tunas 6iarT6n6nojLb. <5i_rj# LD6a)Lpuu©Qj^6b ungjj 

LDSjllJ LD£$fflGb LDSDLp Un$&.£UULL6a)#lL|Lb &ITfT£$6a><9j IDfT$65 (2£Bmj2ffi@ 0lLJUrT6b UITg)J 
LD^ILILDLD gL^JB^tflfflT LD6EDLp 61 U ILJ^ 6CD^ U_| l±> BfltrOLITLb . 6IU T, 6UrTLDfiiJTL60 {gg6D&6n 

Lt,LD6TOTL6D5SD^ UrT$$@QLD6l}7LJ#rb«@ <@QJQ51(I5 <?fT6OTp<S6TT. 

4,[t. LjjQJ, 6ro°QJft LD600TL60rTij56lfl6b ffilT60Lb 6T6DTJD 2.6CDT(B. LDJDiD <S 60 fT <5B rBJ « 6TT 

SrT6D^SLD(TSJT6ED6U. f5rT6D£5S6TOTS@£5®d5@ ^Pa^rTrjLD ^rfllLKBfiJT. ffirEJ(g6D. US60 LDL(B(2LDHJeOTfl5l 
L},U36CbTL60 LSfTAtflODT SrT6DLDfT6OT 6rt)LbQJ^GID]JLb, fjrT#S# 0iQJ$UJrT6OT LD 17611311), LDrT6TC#gji5<$ 
<9l(Bj£3> Q51UrT<5LDrT6£JT <®© 6TU^rt(BUJrT^lUnij£BgI5£B<S6tTgrB6CDL.UJ <®KDL(BQjg6TTlLirT60T ^gJTLb. 
$mSb$m 6TLl££l60rT<Gj UnffiLDrTSJT SnrTLDLD, S3ITLD#$6b 6JLp«D{TlL5l6b 6p© UI7ffiLDrT65T ffiyj. £BU2li5l6DT 

<$lpu<$6b 6$© urraLDrTejT 6)J«ijj,iun6)4iJD^rfliu©6bi6rr^nrfl«aLJU(Bii) &rT60 <9l6rTQj&6iT. ungSTT 
^abTLn«@Li)ijlnurT£BiJ66T(i5§j«a»86TT t6cbTUTffi©ib©giffiiTffifirTQ|ii) ajrfliLi(260T, srT6DQJiJii>qs<® 
^GOffirTnaxjTLi). ffirr60Li)^6OT86OT igrTQ]@fl5l£5<$Li) QurrcuffDuiqii) ^rfliLius^ugDeor LULD^iTLDSjflLLb 

aiorfl«auuLL6©^ 5hfrrB§j aojsjfteffiQjLi). 

JBLD (LpGOT(SgZ)rT U6OT6Dfl([5 ^rfllU LD 6EXJT L_ 60 rBJ « 86TT 0)6O)LllJrT6TTLi) Qfflljgl #QjrT#ff 

c^,J^iurta©ffi(SLb Quujrr®6TflLlL6OTrt. s>ib<ipasL-\u i±<&6on&$BD& un$&@ib. ayfluj. 
«^lnijffirTij<5, lis, @© aari. -yeofliurT^uj f8jj&rri]ffi86TT djfljfyfeffij, <5rT6DLDrT60T#j6b «jj(8ld6cot rf$uj)6b 
<@6ij6iQj(y?6urfl6OT 6iuiurT«86n 6j(tp jjrTLa©ffi@ <®Li_60Tfi. $6iJ6iQjrr<oj jBrT6rfl6j3jLi) 6i6U6ij(26)jp 
arT6onij<586rT §j(Lp Su&m&^eu Q}<g>g>2> s>ssj\s>3D& QQionnn Ksnpenn. (BQJDnnrKBeu 

<%rii&6Q2 ) $<X) HOUR.6T60T LDfTjDllUgl. flLu&n&)&$eO «6TOT61L(B«ffiLJULL L|SJ ^JJS«rTijffi6TTrT€DT 

iL|SrjajT6ro. GBuLiLj,ffJT ldjdpld ue6j5(2LrT6a)QJiLjii> <®a>f6rT60#§] ^©saaxifljs u®^nnisnias\ 

®UMU61UrT60bT(B, <®fiDQja86TT (Lp60>iD®UJ QJRIM. QJU56DOT6OT UJ(Lpffl)a LJn6fld5$66TjD€0Trt. 

(2oj^nij«6rfl6b &5>ai& #©fiXJr##<360 GMPiCp anrfliuCLD U60##J ai6rfl«@Li) 6T66rp 



( " ' ^ 

6la=fT6b60UUL(B6iT6fTg]. (Lffjjjff #([560OT£gD# 6T(B#§|« anL(B6U§| S(BlLirT^QJ2Li). ^rTIJfT^UJ 

6n)Li)@n5l60)^iijl6b : ?u«M^ fl^jt ^Itffafd xftf^rTT I 3Tf^T tT ^PTrff ^TT^pTTf^ 

CTarrp (SLDjD6i«9=rrG6T6OT Gueroreaorub 6iLDrTL^liLiLJUL(B6iT6ngj, (B6u$#n«#LDn6OTuij2iLirT6b 
sffiujrr^QpLbaiurTiBnfflDTm.jfi^iBiD.ffiE^eiD. <#<5«pn;^6buLb <®q]«dqjib§jl66t <©8aBra«uuL(B 
6y?i_rrrBj« 2.u6iQj^raa©6n g>fijT(Q3& efilsinjJdSjDgii. 6rojo51#Lb LDirilo51<5@ (S^ngDsCBiLirT 

J5n<£5.gjffi@ LD6C0fl(BlLIIT, c^61J6J51^(SLD SQI#j£§|£6@ 68(2lLJrT$QJ2Lb 6T66TjD60Trt frrTffJTSjDrTfT ^ XWsfT 

n^uwwmjm^t^m' d^ijf* whhium viftIM .ijjij dfiSwH, I 

faster Fftcrr ftrr ^tre^sr snn?TO^ i otil£#rTjfe££$i6®6hr iS/floi**, 

6JirTajrfffT6h)^ffli). U60QJa=6DTli) 2_6TT6TTSJr. £§{J«nijf56rfl6OT xg86DGCDLUU_|Lb. (BurT«@Li) c9ifl5]QJgj 

QjrreOTff iT6h)^ir^fT6b . SuosD^^60&mn60 ct^ld u6D6drffi§6iT 2_fiDjDuugj ua)ajfffijrib. 6n)ii)@n51«D# 

j£>60T6£jfl6b 6§JJ<£rHJffig5(!B@ 2_ffi^LD[TgJT LDjfcjfijJLb, &B&lKl&6lf\Gn L^KfTQSl^. (tpfTj2>$ ffirtSXJTUJljb. 

6iu6nrin6ajfla 3>8s$&m gbgsoi&Senu up0s> S>&o\eo&6n 2-6i76TT60T. (B@JDnrnrT a51urT<$<£$6b 
(Lpahrt^ $rreajTiLi#gj&@ S^aDQJiurTSjr ssrjgj @jr51uLj«6rT J$ (ajrflujajflLufl^iBgj a^rjeor 

£6n6rfllL5l(0jffi(§Lb <®6CDI_(8Qjg6TT). Qjnffli) (6Tr&Sj tflTfillD^OT arT60LDrT60TLb3. H)8nP2>$D(Lpu> 

(ojnajr^fib ff^fefljcdr ®©ffi@u$lLii>) (SujrrsLb (ojfTn^Li) jBW^ir^Li) abi(Baj#rT6b £.6rorLrT@Li) 

U60OT). £Brj6CEJTLD C^j£u_|LD IB«WiDif5rrtLpLb 0b(Blb U6D6DT)<@a@idlLJMa86n« QffirTeiJTL gifTQ) SJfflTggJTU 

u©ffrTnijffiii) 6T66t(S©li). 

(S6iJ(B^rTffi^LDrTSJT e3(Siurrj6y?^6b LD^nnija©*® .<® MtpeobrCB. ldsjtods e_i&^nu6CDTLb Q^ujeugj 

LDjjJrjLD: "LDJB6TDfT {fcfOTIM&S LDflj#Jj:". LD|jJn^giJ<5(g CTQJefilfljLb ffUSjLD. £&n^l±> <9IU2UU6a)L(3lUrT, 

<SI6}jq515>(8ld 6rorej£l^^g|ii) 5jrrejr.6ronija55j(LpLi) (3oj(B#rTffi#LDrT60T(8#ujrT@Lb. Hm^Tfe *ftrT 
TOTTTF iMdlM^ : 6T6or$jD§l SDT^jE LD«aiBi&Lb 6T6OTg)jLi) g>jT6b. jb^ 2_urT6f|g6orujrT6b u©ibu> 

6rorT«flJJfT£ffirTII0fiD£(8lU <9l«DI_llJ6DrTLi) 6T6OT JBLbLjSQJfTrT, <@ 6CDffll5l€DT QJrTliSl60rTffi U© LI) ID 5= S3 J 
ef5UniJ666nrT6DT d8fISrBJag6TTLJ U[f$ 6ia=lLJUJ6DrTLi) 6TSJT X5Li)L|6UgJ $>@lb. ®QJ6tfl#li> 

IBii)i51aaD««GiffirT6cbTL U60rfl6b ^jDii^Qjrt. jsrr^SsBiT^ (y)^gi6rDQjrTu51^QjJl^rt. ^uffirej«86nu ujDjtf) 
urTi_6bffi86TT ®6on« (B.5biPLD^gi«£Brra <®lu(dji$Ilj ump«6i&rT(B53# (Lp^6b LOfBeufturir. (Lp^gj6roojrTLi51 
^eyJl^rt. dip® UflDrt <9i<ajefil5j(2LD Q^LUgj6TT6TT6DTrT. ^QjQjmijQjffi® iojfl^rflfflr emu «©$&86tt# 
(2^njiQ5i(B^gii6TT(B6rrrTLb. unrT©nrr60T. (Bidot^iuhot. efflffaoOT a5)#QjrrgDfijT isySl^rt <9)33fiDQJ5j. 
^^ujn^Li51«, ^efll^iurT, iDnB>$fi&, £l?jfe£lfs, arTQjiu. erornj^ £iffD]DS6rfl6b ueroT^rjrTS 
a5l6rrnij^iuQjrr cSfcomrT. cSiojrt K(2iurTjQj?^6CDj£iMLi) fBdFLjDS sjbjDQjfT. $Q$5jrfi66T 
(Bu)^na5l6orT6ro^€bT g?© #p aiii3^6a)^(3iu aUmuuSurT^GcoLb. 



^rfliLiSarru ujbjtfl grriDifiUOTTij), LD$nDrTurTjj0L]>. ^aajfl, LDrritAsabrtSuiJ. ueiilQjjiL]^ 
mirTfiXJTrHJ«6iflgjLi», ijrT6DT@ (B6U^nij£B6rfl^jLb, LDrjJrj ijrTS8gj)6OT anuj^rf ii)ji$3rj5j53§3jLi3. 

QJIirTQ/DLl51@/DUrfl6DT U@QJD5j 6TOLb@Jl5l6CD^uJl^JLb U6D @jrilLJL|Si6T7 2L67T6T7607. ^nib <®63T(Q). 

(SjBrTSffiuSurTQjgj s(8njrTjQj2 6roLbuiB5LDrT6JT 6fl6yjiuraa86rr ldlKBld sjrcejr. ieyJl^rt 6717735317 
fn\un$uQg> 6TajTU urrtfiL^bTmri. <®© (2^Gflls©60)LiLi ajrfliuejflejr iDQi&QfWunen ffmurTS^sfl 
c9iyp53 6T66T©aD LDji)a(n3(r5£$ujrTgjr 6TOLi)ffi©rT $536tf) ©©lilaxjfl 6tsitu§i 6iurT<o>(S6iTrT? <9\eoeo. 

58iLLDrT6CJT <9\Ug>$\b LUrT 6l536Jfl6b. ^L51li)ULi) UH^dlLDULb. 6fl51(B53 (9i6Tl51(S53 676D7U5jJ (SurTGD 

^rfliLiajflL(Lpii) 535367053 eraoj^u 605in£6C0Tmj536tr 2.6iT6n^rT6b aiojOT ^efllefll^ U606jr 55 Sen 

cSH6Tfl<£ 5301600301637 67637U53r7(5jLi). ^(8U_ir75363J?#5]637 U FT 6113650 6TO L±) @fl51 6CD^ U.51 60 T^^T^T 
<f^dch<ul <fe<M SPT^" S# I 6T6DTJD QJa=eJT^6D)^ ^(LpsfflSlU, 53Qjfl53ct5Lj? 5rr353H fl=rTUJrr 676JTU 

umj2iL|6tT6nrTrr. 6roii)giifl6D53ujl6b v<®&5> ^u^ld 2.6iT6ngj. <®6D5j(2ili iojJl^rr (wsb&n ct ecrrcfQfT. 

%rfllLie3T «©^)^Lprtj£^. g>&3>@>U) 6101LUUjl86D 2.«tlTLrTffi^UJ6U(S6DT aiLpdSUJ lfiLp860U_JI_b 

<9\6rf\g>$>n8n. s>neos>^&is> (Lp606uj7r76jrojrr 53 f7 637 &>nn\LiGB\$5>2snu urflurT6i51ffia QJ6b6D6urr. 
c^,6CDaujrT6b £BnrtiLian^)^Li)«ft <S^o\nn. s3(8ujrTigQj?&g6b ^6Hi^ AyRj^ ^TFr?J^t 

6T 637 £1)617 617 63J6OT6COT(8lD, 067fl 6^5=016060 ^637j7jl60 $6)7(23037, 06TfllL|6DLlLI H^fiDlU 
63Jf762jfl^gJ 0i#837 0$Llflj)a ^rflUJgQJTU Uf7l£lLJ67Tb7mf7. ^,rtUJQ]1gf7i6 CS^g36tUL|,rt^(B^ ^637637160 
5T8D6)JUJr7637 536CD536D11J (9t8DL^§J6T76m7r7. <§S,ri\\UQ}[bd : g)$8nn 6D6rUl5r7lLI U(5jJlljl6j3J6776r7 
TUNDRA REGION 53837637160 QinipB)$>Qin . UrT68n6)J(I5^Jlijl6Z)6j3JLi3, U 5i UK 60 837#55J 53 (5j# ^60fllijl6OT 
UID(fI3«(5j6DfDlijlS)@|Li) <9\Q16fii\-&SS)Z>68\C(B 6351 60 53 6)7 ri. TUNDRA U@Jllj)6b d8Ll_£53Ll_ 
(^,pLDrT5jrTiJ536lfl6b (£©(2617 jg60Q|LD. @\m<g> 6U#U(BurT(I5«@, JJ3rT6tT. (Lp#60 SjrflllJ 53rj6D7nij536tT 
Q^637U6Li3. -©538637 AURORA BOREALIS 6763703(3© LI). (Lp5j6D 53rj6XJTr7ij«6r7 Q53637U(BLb JJ3rT6tT. 
6$© LDfgLp^dlffitgfjjlllJ rjr76T7, 6Ur7Lf)6351(S60 LDpiDeon^eDUJ, 0© 6ium,r7jE536DLU £.6HHLr75i(53Li) 

rjj,rr6i7. qu©ld iDnjbiDLb e.sxjTLr7«@ii) jjjnOT. <9!>536or76b <9ij73j73n86T7 6T0Lbuj53 arjnjB^ 0l53rr6)J53J 
6rorHj53rjr7XBi§ 67 err jd 6)7 rt. <®837poJ6DiJ jj3rT(LpLb &s>s> 03«Lpa=5lii56J7 038637om53# 53r7837 
67Dnij53rjr7rj536DUJa3 6)5>nGm\-n(B&Q(!Bib. &do$&n ®gs& 6or7Qi53LDr753 5vp5353uuny2gj)r7. raCBujrcjQjj 
rf^LLSl6b QiD©53iLii55jja(S <9l53u53 SjrfliLiejr. <®©5jUJLi) ffrfliuna (2oi860 Qffiij^neb 5jn(SajT (BjBmujDjD 
63Jr7Lp6l63J63T53lD (SSDJDSUJDfD Q^GDSULb 6§LL(BLb. ak$60r76O $0aj$lff3r7, ^rflUJgQJT $!>(8rjr753llJr753 U6053 
5jr753(S53 67637U UI7U2gDI7. U6XJ760flrj6XJ7(B <£&$8)\L\n5>6ff\6d u51^fJ6OT 0©63J637. ^5b$53f7.53rfluj86)7. 
©U^60 <£6S37Lr7r7. $\Lin&rjn®<g>U) U3l^(BrjI7^lU6lLD6rT(B6U6n 67637UUr7lJ2liJ6a)53 <SB6U6Zjfl<EBffi61JLb. 

5jrfliu8837 6i6ro6nrj6TOLi)QrrjleD53Lij)6b aejrjjffj 53rj6»T6n 676jruur7ipiijl©rB5ijLi). 6iQ}6E\&ib 

L|(IB61J26nj'£B5j^536b 6jSlffr7LL|<r563J2g6J7 6TDQJD6h3n^[76)J?637 676J7(03rra(S6r7r7, ^IQJQSI^SlD 0© LDr76J7 
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urflLDngBT LDrr^jg0LDrT« iffij^^rt 6rag/D6tuir%^)^LDs 6t«jtlj urrtji€DT(8jTrr? «duqj# 
6roLbgfljlgD£ii%Lb, giuffi^ mrrTeajr^^Lb c*w«|wt j-^i iT^jfrf' ^FT TO 

^,3^Tm f^uj fcrgr* I ersjra, fl^uuLCBerTeTgij. Gfllujujibarrgso sajrajfleb ^qj^ 
(SiDfflfliLjLaiT rBrrfflT(Lp«OT (Surra) Gfllennij®^©^, ld^iu^gd aeaecbTgDLDiLirTs ^euijlrirTgfijTLj (Bunab 
(S^njDiDLb aierfla^©©!, aijjJujLi) (Sunweb «ps£l Qflop^aDOJu (Burreo (BtfrTarrpajsnGb ^surt 
QJU2QJii) asrrfixm_aiarr ^rflujorr. «@gD^ i^rt "unij$a= QjDrfl Qfl3jirT^LD(BgjT" ctsjtu urTiMDri. 
UrTffi(Lp^gDn ^rflujgjflaiT ffi©$iul6b ldl(B(8ld 2.6iT6rraD# aojajflffiffiojLb. 6)6ro6rrrr m^^eb 
-c^rTfixjiLi) " 6T®T(D 6TL(B LD^nniJffi86Trffi @jrjl#gj •'GieTttOTnrrapLrrrTrtexjT LDMjrT£LD(8ejr ereiTp 
iaiflteft urTLPiM6fT6TTnrt. §r(Lp ©^riaggrT'^Qiiu^-CTOTperTeiTrTrT fato&tt. graft? ^rfliuajflerr 
5T(tp (g^SDrj&err (8qj##$66t g(y; 5=|Bj£6iD6icp«86n <g)jTjlffid§66TjD«jT ct60T£§jd§j omraSuuj 

6T13Lb^r51SD^. c^«@j60)Iia6iT (LpgDJD«lLJ U©@ffl^ (<2lDn&3> QJfTfiXJTLb) (VIOLET) UrHJffi^ (gfr^rT 

rg^Lb) (indigo) aig^Gu Qleb rejDLb) (blue) (ldu«^ euriaOTLb) (green) gLoperofla, (ife 
QjftaxjTLi)) (yellow) smu^rf ((SrjfTtfffi QjrraxjTub) (orange) ^©eipCBu (rra^ eurterorij)) (red) 
CTOTuan. ^qjGqj^i]) spectral colours sarrggrrs <gjr5)uu#ng)|ib, agDQj&erflejT (Sa=rt«eD« 
(LpcLpaDLDiunajT ^rfliu na=ii51aDiLi <9)6rfluu£rrg}jLb &5e$&n "$qi\us>v 6T6dtu umj2m,6iT6TTrTrT. 

€ferflUJOT a6b6Dn§J ggSJILU 67L(B &Bffl)™a>m>&@ 6TL(B $5>@d>&M e.6tT6TT6DT. 

(^Lp«@). @s©r (QjEjD®), a=ejfl ((BLDjt)®), @© Cqjl«@), a=|jJri6DT (6i^arr^Lpffi(5). jjn® 
(6i^OTQLD|b@). Sag) (qjl(Slojd@), i_|#«>t (qjl%«@) ctotush. ^©ab aSlLngj 
^©a=rfl^§j«6i«nexjT(2L ^uu^rrab, <@tf# ^HQiDrHja&Tr ^aujaama xgujLi51««635l6b8eD. 
®n>&n<zn. ©Iffiarrl, iuldot (Lp^eorKBgDrir Jaujsar c$j,gDrt. Boin&^&^en ^eo-^&uS 
6iurflijjQj©, %Qfl3Lb 6iurflujQjgD CTOTp. pr-5=rT66TUJ^6b 6ia=QjQjmL|Lb. Qjnu^eLpgeoajlGb dr&Sn^iib. 

G\g>!D&Q) @([5QJLb XB6DTJD606D CTSJTfgjD&l KSUJrT^QJJLD. ffSJfl Q^fi3T(8LDJD^6b <B©^arT6D 15608)$) 

6T0Td§fDgj. <$tgj)6b ff^n6DT CTrHJ® <@©iBftfTg|Lb jE6D(8fiJT. aiajgjjs® JffiurT6oaita(26nrT(B 4,3=60 
^OTLiLirTgi. <®«Da(BiLi grtr^LDmrTffii^^rt "<®{B#IJrT# «6orT£5urr60 gw ctsjtu umjJiLiaTCTrrTrt. 

£-&)6J)&? ^(LpO) 6UrreOT£«D5j 12 HrT#d66TTrTffi 6U@£g| <9)QJjbp6tT 27 £60btf£$IirFij«86TTU 
QUrTd5^glJLi). 6TQJQ5lL^6b. 6T|Bj£ IBdfaP#$n#$6b ^SDSSJ. 2-6TT6nrr(2g2). «Hp| ^{53, 

jB5ojJ^0(2ld ^XBIBrrerflOT jB^Jnii). ^ne6r 2.L6DT (2a=it^rT6b ^itot ®© iB^Jir^gis® 
(tpa^iLi^gjojLi). ^},6Q)«iJjrT6b 27 jB«5foP^IiniJ«©Lb ff^ITfijfiaiT (S^Gfil«6rrmijl6Drrt. <@6a)5 
&5<$$>i\ "^rKEu^Lb" 6T6CT(iBi7. Qirfliuu^Ldl urflLDrT€OTLb 6ro@iD6rojjLDrT€UT <%\i%v\s>n®Qd, rii_rr« 

^XB^rj€Dfl6DT n^Ldl LSjJLDfTffXJTLb 16 fbUQR. ®GD$ 6DrTQJ5L0rTffi QQJinLQJl «6Dn ^{JLD" 6T66T©rt 



9© £*glQJli> S(2lLlfT^QP^6b 2-6TT6TTgj|. QQ£ Su&\hiS>&\ §T(Lp U6D6DTffi86IT« 61«rT(BLJUrT. 

^rfliuarr (ufiDL£#6b, 6ro©6ipi^), ©Kair (Qflusgj). 1456DI ((2<3wPLDLb). @© (up^iLia). ^ansir 

(OttQlDrTUJLi)). ffffifl (QJ^Lb) 6T6DT]D ULlg2UJ6>5l€b ff|BjUgU«(§ 6IDLi)U^ «9i6lfl«aUUL®6iT6rTgJ. 

tfrj^rjsjT 6hD^rfo51rBj«LDUJ eBjJfiHDLb. QJi_(BLDjD#6b seoTiLinrjrTtfiijleb aojeor Lj,rtsxjT 

&aniDnen unij@6Dfl fc£4jjib <9i6orp. ^jj^ueDT. 6oafejm5l60)UJU (Sun 6b #n.$IJ erutbu^ 
(9l6rfl«aQJ6iT6ITQJ6iT. <%£6DrT6D 9fbtfa4X 6DffinJ!Ll51ldl6DT 6TO(88!D[T.£Jj860TU ®UrT6D 6fl6TTnij<§UQJ6jT 

605mj}Li51 <9i6yj®Lrr^iriBtf6b <S)6u86tt "ff^n 6H>(8QiDrTi5[fii>" ersyrp (2unjDjDUUL(B6TT6TT6a)£ 
SQjsjflssojLi). (©{fc#6flQ#LI^£D# ldcotCB^ sdqj^§j $aotfl#[t "<®Mm 6ro(BQiDrT£iJii>" 6t«jtu 
umjHM6tT6rrmt. "Onpurr 6r6OT©6b "©jror ctotp w^mronDrrffi* Q^necQj^j a=rfloj6b6o. "rgfrrr 

6TffiT(036b «®©L(B (LP60T6DT(SLD jfi^rTfiBITeDT 6T€OTUUrTLPUJ $9oJ$l#ft, 5»£LirTffiIJS>T 6T6DT QT6DT 
UmjJU_|6iT6nrTft. {SRTT^ TTfTcT 6TGOTf§JD§l U©@ 6TOLi>gJl5)«D#. (B^lLJQJrT6b (LPLBQJ 

^IB^ngUa® tfCBLUJrrgl. 0iQJ6OT L66CXJT(BLb QJ6n(TQjrT60T. aig|(SurT6b (LPU2QJ60)LUJ <®45©6CDI_liJ 

eiurT(Lp(2^ ampurr QjrT@Lb. dFjj^rjejr &\8Dg> 2.6DbTi_nffi@Qj^rT6b <9igia>@ (tpuzaj qj©ii>. ® ©erflajr 
lSsjt USgjli), uaQ5l6DT dltziT <®©©ii) qj©qj$i $uj$. ®ao# x£860XBrTLiU2UJ6U6DT SmpurrafTgDOT 
^jB^rjelrr. #£&iB©ui5)L#$95l©iBg)J <S^ra6ru6nT'L6cyT a^ufijflejr $6TflujrTfijT a^rfl&n u@eugj. 

05l6U2@ULDUJLDrT6DT <9Ft£B^JJ€DT l£§JLD, (gLDrTn©L51tLHT6Dr @S6DT l6§|LD. <® 6£DQJ<$g6TT (S61Jnija(3L.O : 
J5UJ6ZJTLD 6T6DTpLi) <g©<®QiD QiS>S>U^> CTfiJTpLD &&$8)i\ 6nT , ##g|6TT6TTrTrr. ^IB^ggjflGjT 

&&o»L.nen (Bacilli), (Sa=6vrTa=60LxirT€DT $©LD86Di5rT60T. 6iU6rrjjrT6cxjfl« sssziunen s>nnn ffo&I 
6TOLb(BurT<5Lb eaSujrTjgoj? 6TOli>gffl5lfity5llSg)|lb carargi. <®sd#(2ili touj drnurTguaneiD un^rjii) 
CT6OTca3rir. QjnsjT ^rT6iDjnLi) aobr(Bi5li«$£ <9ifiDi_iLirT6rTL0 (LpiiJ6b. 0l#gD6b ffjj^nsjT ^ffnrFijagDgsffJT. 
frjJifc ©gjsfi)6b ffffetfff ^naxjinij«6rfl66T QQjffxjrgDLD QjrT«JT#$60r Fr-nuu^j£jgj)6b <3=ji)(2jD 5jpoj#rT&# 
(3^fT60ipii). REFRACTIVE INDEX ffpJD 0"pLD &82$> 9$$ a=Mjd6rT#QJ6n 6T6DTU 

urrmu_|6rT6rTnrt. gpifyfed jfirraBTiLi rf#u5)6b a^uor snii&axnu), <8asiLyiii>. u>©i_ii>. QErrnii) 
O^iurr^aSen aerofliB$©LjiJSD5jLj ujDjtflti-iLi) urr^iLj6TT6nrTrT. 

e.©ojLi) <Si6rfl«ffiLJULL &nQlD™&m&<&< raSiurTjQjj 6roii)Qfl5l6tD^a6rfl6b Ssn&jTLb, arT^uub. 
&msbuu>. &.&S-, ?y)60^rfl(8«fT6DDT. 6ruQj Q>wb>V. qiwo$v. ®\&u$v. oinQSDan. qeiflu. ifi©sij?U2. 
QjrtenjT. rarj. Ja. ^rT6DTUJ. u^sjt. c^groajr. urreyjeDDr, ^qjk. £_(B6orTffi. d|tf(8tf Q|0rr, un^iu^ 
(B^Qj^rr (Burrejrp pgpffiaiDrTGDT e.urT^«SBLb <9)6(fl«£BLJUL(B6rT6rTgj. <@60)6U«86it <Slguui5^^cb 
arraxjiojii). ^uSfDrBJ«6rfl6aT xfijD^6CD^uujDir51ffi ®iijlffi(gnij«rT6b LDr&ja6n6DT CTrflnjii) arflidleor 

lgiD(ipaDLUJQJ66T 6T6DTS OniDUUll(B6TT6TT§J. <SI©JgU«(® ainij«niT«66T 6T6OTJD QUlUfT. #60T 



s©$5@ <®u6iuujffD{rffi 6CD«UL51U2^nrT &drD$\$n. <9\m&nrj&sn §)© rjrTS6nD@6CXJTLDrTajT £§rj«Lb. 

61UrT§JQjrTa gfilSffOP J56U60§] ®60Tp 6ia=UJUJrT§J. ^,©60 MOOD QJrB#rT6b #Ln616U60Tp gHOTOJ 
U6060§J Q^lLJU-JLb. <®fiD#UJIlj]lB(B# $0injfl#rT SSJT LD^rTfTLb CTGDTU UrTlJ2lljeZD# 

sojajflaaojLi). ©©easus a6bu#© 6T60TUurTi£iiJ6uri airHj«rrg«8ajT ^6iJGfil^Lb urn_rr#gj 

&QieuflSS££SS$|. ffiLDfijflLILD 6T6DT(fI36b NEAT AND CLEAN CTCDTSOmi). "ID©88"" 61601(060 beautiful 

6T6DT60fTLb. ••&®m&nn8>" 6T66T(!D6b Carelessly and Vulgarly Decorated 6T60Tt_i§) 6iurT©6TT. U6D 
6U6rogj««6TTrT6b <9ieonyf5rfl&f6LJULLfT§QjLi) girj6TT6i] dug® (g>GDfDn>2>®2> ffiDjrHJann. <@«D5> 

®§|(80J (2LD65JJ rjT^^60T 60(9mP6DDTLD 6T6OT£ G\Sb&ib®$> £*>fl$rt ®\016&8>\S) UfTlJifiDrt. 

6T6i]6fl£ii) ^rfiiLieoT QiD©£iu#£]«@u>. frIB$IJ«>T LD6OT£i«(SLi> <9$u$(8iLirr (LUNACY) ^^GueairTuj 
rj#£ <9l(tp£££$)£5@ &i$u&. He controls blood pressure, as per Astrological texts. <®gD# 
••rja#rTnijffiii>" 6T66Tp6tT6nnrr #a51rj rj6DDT*^63)6roA® <S\$®$ 6i*aiajrTuj srreoT. 

6ro'urjLD6cbTu_iGCDnu(SurT6b ffffi{96D)iLiiL|U). «&6D<y>li> ^rfl^©uugi s(Sujrrj6U2 cy>rr^ eJil^neoTii). 

<® 6CD&U-|Lb §>&$5)n QJrt6COfl^§|6tT6nrTfT. ©LDQJJ pjrHJdBLD 6T6DTJD fiU^tf* <Bli>6tf nnflffi© g©6fl£ 
6TOli)U{E#(LpLj) £§6B>LlUfTg|. ^^Q^rTebQSleDT 61UrT©6TT 6UrT£66DTI±> ^effiLlLIOJejl 6T6DTU(3* <9J,<$U>. 

LMV^Bd) &>0tfS6O aecDLueueoT 6t«jt6Hi±> urTipiLierTenrrrr. jfJeoLi). tfrt (BurrsjTjD atero^ .©©«« 
(SQJ63JT(BLDrTgj)6b. 6l5=QJ6umij ueoii) (B#ffi)Q] <@60)^(Suj #rT«xjfurT#Li>; CTOTUunumeTTcnrTri. 

arrU^6UrHJ56Tfl6b 61ffQ]QjrTILI«© UfjrTtf© ffTO&QIlb 2.6TT6TTSD0 <5jljl^g|6fT6nfTfT. QffQJ6UniiSlaiT 

^eipLrrajT Swjp ©eu^ierooinfflr Carrefleb. 0iaD#u ujDfl51mL£) urruziMenenrrrt. 
cgiDrjssLQjerflejT 0Uj©6U ©ULDrrajr ^rHjarrrjffieoT «Ln5oiprrgu«nQiD urwib ^omedT ^ebeoeun? 
@LDfja ffiLQjetT (S^Qj«6orr« «6ra©^u^ 6T60T(!D6b. QdFQJGumij <8rjQiD(Seorra GeroaiTrT^u^. <&rfkJ6or. 
<$©. ^IT66t. artiaimiJ urjerouij apaDiMs u51^urt erasing) *<8ujrTtf 6&iuiJ>. fafatt A*8or 

urrg)j ^10 <s© mfr 6T«JTu umjuMetrarmt. wrr^eiawdtfa Q^eajQjrruj $© (flau^aam*. 
0f2>©6b sneer flriiaim* (8£rTQft*fltyB a^dr <9igiJ«^naLi) arujtfrreb tfebeo 

ffi6fT^Uli) <8flDLS©lb 6T6DTUSD0 "UfT6TOLDfT6DT eTU'ffiefT^JJLb" 6T63TJD QlfrSJTli) ^Lp60LDfTa^ 
aiDrTL^lrji&rTrr. 

9©Qj®T ^QjrT6Tfl.^arT6Tfla6nrT6b GurrjbJDAuLaiar. »i^8B8fflriT(8ai^fflr" aiajsn 
^wrrarrnaedr. diDSnffcipsrTGTTcLpaDLiurr^ erargyu) EBJreb i&en e^uetim ^©arraDLDiiilGb 

6T66runrr. igqeflr (Bajrr^Liymt a^j>&ggiu> «OTr4«fiDQ.ClUj9liJ) Qieoeoojrr <%oimt. 
*neftuju> 6T(Lp£]Li> ^joeoT ^LG3ib "LD^n ^©^6^ emibu^^sSGrr 



QJLpniJS QJ606OQJ6DT - • , LD0fl)6DfuJ6roii)U^Lb". ^OTQJtfaT UtfGffl Q]f8uUQJ60T. l^rt6CDT L^jg) C$6tf) 
6CD&lLS6b \4g>2>8>$SD$ SDQJ$gjJ.$ 6)d6rT6rTUQJ6OT •'l_|6iD#<5&U66T". 6TUrT#£fJ<$ U0<5(O>.$ £.6CDLUJ6U6bT. 

^nij® 6i5=iJjiLirT^6ua(T ' 'fNt til^'juil^d rP^y' ' CTaiT^oft efiliunrerort. BUDHA REPRESENTS 
BRAIN AND KUJA BRAWN. U#6OT U^Jefotfl <9tfiD6b U60dFrTQ51 (9)6060. 6ia=6iJ6UrTLU U60dfrT60l ^©GD 

L^JdB @6ffiiDQJ6£DLlJJQJ6DT. £6% <©6n61irieD^ ®1$\8>S> (26IU©U^«@ (S^rT6DTC03^rT ? @63g)J«(§Lb 

L|#gU«@ii) $#§J Qjnrrgj ^6orT6b m#6ot ©raaDeurfl ($!>®66t. #Gffln Q^QJajmu 

6TOJBi&rTLJLIQjrrJ. ^QJfiJT U6D#fiD££5 fBSBT® UUJJ5£QJlt U6DrT. <® «D#LDfiJT(2£ 6a)6U^gJ^rT66T $<5a$4>rt 

Q5=siJ6ijrT6©uj "&>n sjtqj 6m°u 86roa51#" 6T66T(fl3rt. i\g>ein cSiojefil^ii) <®6b86D. ffrT6DT(8(fi3irrT6b 

(BurTJDjDUULLQJfilT. "Ltf&gBg60Trt(8ai$#Li> Li6IU°6D)nrt(8LDrT^Li)". L4£glJ«@Li). (9jQJaiT5IBaD^IJJrT€DT 
5=I5JngUffi(5li) §>45 LD6DbTL6DLD 5rJDJD« #LL##Ll_ 6$© 6TOLX>LDrT€DT «fT60Lb <£&<§>U). ffJBJlJgllS^ 

s$(Bu#Li) £fiDi_u_irT§i; Li#g)jd6@ e_sxjr(B. <®fiD# ^uuffDLiurTffidB 6isrTOTT(B sneer iaotftert 
^13^0" MS ^d5^«S5«(S 10 (Siffmsinm&en G\8>nem\- &nmrK)8>f>6n Q}<g>&g>n(2,nn ? <§t,Lb 6TajT6orrLb ? 
Ltf&ajfleiJT LilrDsfilSDUJ ifjSajT^gl <9)ojg)]ffi<gj Li51a=ij-LX)iJJLDrT6DT ^rrCTTLb ^jB^rrrt. (grasDQjrflujrrajT 
U5.gua@. 14$$ dsflliuneDT L^gys®. «rrLD®6orr60 uhqJ(I5#J dOfiDLiurrg]. <9i#gD6b (9IQJ60T 
r£Lbi_|Lb6ro«56OT <Sj,©aiT. ^SD^iiJiTajT a=jB^0gU«@ ujnrflL(LpLb UGD& fgaDLiurrgi. 

■ 

#ajTUJ&)fijT LisgUffi®. j£XBffD^60)iiJ^ ^sflln lunrflL-cLpLb uffDa> $«Di_i]jrTgi, L4£g)jffi(5 <^^6ipi_rTeOT 
(Bainp^rrLi) w§\esu ftjj^Sg^it. ®ffD# $5mjfl£rr "^nijau u&$ g/rj1#Li)" 6Tsjtlj urTU2iM6TT6nrTrT. 

^nanijaeifleb <9$f6iDrT«JT u^QjeroLUJgi. #a>« arrjB^ ^mscLiugi GflliunupsiT ctot^id @© 
6T60TU^fi51(2QjrTLi). g3$iLirT$Qj2#$6b @©<a>ai idqpt unrTsnLD^noSl 6T60T* afrfT6b6DuuL(B6jT6TT$i. 

©©SDQJ 1 6Dflb)J2LDrT5]JLb U6DG0T6Tflf6d6QJ6b6D <5rUf8lJd6LDrrSQJLi), SrffifBjI&OT 1 <9t>u5IH LDfT^ULD 
U606ai6TflaffiQJ6b60 fftU&V&U>nG>Q\lb. mb8&S\ giTTp LDrT^IILb U6O60T6Tfl£6fEQJ6b6O <5VUd8n«LDrT«Q]lI). 

frJBjflScOTLJ U#£| LDfT^n^ U6D60T6Tfl«d56U6O6D dTrUfBUd&LDrTaQJLi) &&&n8>2>nii &6(f\S) 
«6DDT«£g(B^6DTJDaJTrr. UJ n (B gU LD JBI_a«(BQJaXJT(BU) 6T6DT(iD6b @© U60li> Q&eDQl 

CT60T^(2©Lb. .©QJQJ6TTQJ ^«^iqGCDLllJ <£<f5«DQJ LDQIDrT U60 6T6DT(©6b #(glb. $.3mjfl#rT 
^QJQJ6DbT6CDT(SLD 61^lLJgJ6h6rTrTrT. LD©^gUfT LBfiJT 6T6DTUUrTU2 <9iLp@ $fiDJDIB# SgHfT lBsJT 

nn&&86n& A&$ri\$$nn. sgurt nntf 6id56nnajLDrT60T jjntf. &E>2> nn#u5l6b eaanan &n&)$$&) 
a=«jfl ^©!BjErT6b. aieuSajr (gffin^fiXJTL dFfijfl 6T66T^©(Tff 6iT. ctjb^ ^u^iuli) Qin>5>n<g\w. (S«rTjs«xjn_ 

5=6Dfl L3l€ZXjflGl5lGDT6IDLDll-|Lb. @6CDJDIB^gl 64 QJIU§|«DLILI cQiLL|L.fiBrT60(LpLb ai6lflUUrTrr 6TOT^]D§I 

&ngj$flu). ®GD5>\u&\ji><2>z> &Q$$n ^QJGfil^Lb urrij2iL|6iT6rTnrT. uoQlDerou^a® ®n>$ndn luraiDrraiT. 
uu^uj^S^QJ^fT.^^SnrT LD«QiDIBj0fT^iMurT6r61^rrffi(i5(2^ 6rsjruurTU2ii_|6n6nrTrT. cSIqjqjotqj 
uu6roug ld^ulj SurT^iii). 6i#rT86Df6srTL# jfiflByj^^aerfleb ojiugj (LpSn&ib 




616USXJT#rTlJ2U_|«DLllJ ^LpQJgDIJrTSS «fTL(B6U§| 61U(f5Lb ffiGUp <§}>(g)li). 6T60TpLD <® 6rT6EDLDll_|6CDl_lLJ61]fT 

©©. @>ssg> ©ijrT$Qjrie$l# OTGOT^grt. 6rou& srTEr«#6iJ urTQinij56Tfl6b @d5 ffircajT L^nsrTrjaajr . 
®sd&u_|ld $6yfl#rr GiDnyJIiBgiSTSTrTrt. 6roii)(BurT^ajT rftfidlro naSl. aT«n86Druumjiujgi 

iamjflsrT, #rr60T AuJjbjAlJ ^JJQfl) f645$s©8@. ^rfliuan y>ff 6b 6DflQJ6n>u. sijSljdsxjt 6TUUffi %6rm4) 
^rT6nnij*8gn ejjSiurr^gi caiamit. A£flD6bjBlTii) esr^aa fioieobr^iugi iLirT6is6of)6b <9Qi©fiDLiiJ 

6T6CXJT6DDTLD gT(Lp d5<Qj$d686TTLJ U6Q)LUUg| ffirT60T 6T60Tp 61^6Tfl6Un^JDgl- ^IIQIDrHJ«©«(§ 5>60fl 
(^^ffiUJli) ^6CDLlLirTg| <9lQ]fTa86TTffi d5(TL^6J|Li) £.UJ(TJB^ <®J5^UT^ (8ffiQJITd56TflajT <§$ ) a>GD(§f)8><g> 
2.LULLQJrt (StQJrt. <®6EDffi L^jtf £BrT60QJ rtlQjfldB® ai©6IT ^UJffJTjD^rT6b ffrTUlb QUJDp. &Qi&&n&) 

L6edJT(BLb 2.ujrtjj5 aero^GCDiu ajrfliugDii (Sffineflleo ^66r8ajr Sffafil^QJfT ^jtfQjrrrr. dlgioiditfl, 
^Q51^iLirT 4srT6Jil^ii5l6b ucgb^nrHj® ui_60T(Lpii), sunn (3#6UftrT 6TOg|^lL|Lb Q^iuiuffQ^rTeboSl 
rgrirS^ii) Ldrargl. <@ffiffirTir6D0TrHJ«86TT jfesnpiifflsA Q£6rT6roTLrT6b, ^o^ari <@ujidjd sfil©LbiSlajgi 
6j(tp omg «©J«etT ffirT6BT CTOTUgi 6ia6ffl6yrT<®Li>. unrT^eoTLDrTeor suQiDnij&genLJ ujbjtfliu 6j(Lp 
ffi©^ffi86nu_|Li) unoj2rTra« nfT«nijffi6Tfl6b ldl(B(Bld a>QJ6Dfls« 1 $f&s« efilojjujLb. ^efiln. 

6J(Lp S©^£B6rfl6b 6Tjjj£ ^L^JglQ) ©©. ®Sg|*£686TT @jtflffiS6iil6b86D CTOTUSD^ ffiQJajflSffiQJLD. 

c9},6©aiLirT6b ®#GiarT@LJ6a)u oirrn «<r$$s6iT CTeOTfrQfrrTebQjCBffi iBanp. urflLj.rtgxrr efileip@ii 

6TOQJ©L51lLJrTSIT6UrT 5rfB06DT. <®S&)6b <9\Q1GS>U LDL(BCLD UdBQJJBtfli) 6T60TU (BUfTjDjtf lM6TT6TTrTrT. 

drg>&n®i3><8> aijeipLiT6DT5 Sson^nib joaijjnijaLj 6iu©i6ffi(Bn. oirorABtt ©©oja® 

R-Lrrajrojrr. c$j,60)aiLifT6b 6ro.a60 ^qj© 6T€dtu umjifflit. SoJLLby.sxjrCB U)mu©Miitf6b qjjb« 
6urTLDgjT8fiJiffi ffiaxjrCB iSlm^QJit 5rffi^n60T gooityr. arretJTLi) .©(Bqjsd^ ^(Bffi« (ipiuajTiD^rTeb 
aecbTsgen ^LprB^rTrT. QmrfluileoT ffiUT**£i&[T6b g>ejr«DiD lBottCBld QujD©ft. -® ads &fotfl£nr Gaaoj 
SLnaDa^a (Sib^uld CTfflr©it. y,rt®njQjrT6DT 120 ^sxjtCB '56Tfl6b <Stn5l6b UftglUiror 20 
c9j,6TOT(Bffi86TT. s(Bujrr^6yirfJii5l6b arffiffiffgya® <9l6rfl#ffigj aeusjflff dB^aaa&j. aaffift ft ffl>a ass 

ffirT6D^j60 6Ujjj3rT6b JB6D6D(8ffi JBI_ffi@LD. ^©60 aa^I!®© 6TO rT^ Gfil « 6OT (§16060 0^63670 

@6CDT(Lp6a)Liu6U60T. 6fll©uuii> ®©jB*na> 0i6rorrij$iLJ <9\6mn$\u ueororageiTffi QarrCBuurTSJT. 

6urt«rHJ«86n a>sxjTsaa>(B5>gJ ft&%FO0lMf <96feLaiitfi U6C^a»IMLb ^jBgl aiQJOT urtoj* mi» lb, 
iu^fTLbffLb, ffigrTQj^rTLba=Lb (BurraiTjD 5rULDrT€DT aiii^rejaeifleb ^©iB^iTeb jBit)U6oaiT«86TT^ 
ftd5QjrT66r eTfflrugi Jdbraorib. ieySl^rir AiUjbjtflliJ «©^n5f» ^QjeiileviiJii) irraaLDna 

Q5l6Urflffi«UUL(B6TT6TTgJ. 
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i_i$6DT 6fl^iurTsrTua566r. <5j© i^>$&nus>es\. L&glMLb, 6J51jS6CD^u_|Lb <^860JTXB^rT6b #rr(2sjT @rrgjTLb 
£§l(Bld. (^aD^QiunLuzSuj u51gi6DTHfT^«@ (Sj5rr(LpaLDi7« ^guri dtt^lmld. ssjTiLirTijrT#«@ (S^nna 

ligJT JjrT^lL51d5LJU§J 5iQJ60T#g|5i(5jftflliJ Sfil6XPU_ILb. <@JB# r5rT6DT@Li) 2-UUJ nfT^«6TT. @S6DT 
at6CbTOTLD6CDUJlLJLi) 5r55a3rj6OT QU6EXJT6CDLD6CDUJLL|Lb <g,05>@W ^0ffirEJffi6iT. <®n«BT(Bli> QffiTp 

S^fT^na) arrLDUUjDp ai^«LDrr@ii). ra(Bujn^6y2 rf$ti5l6b 5r«^nglJ«(§ QtfeuomujlL.LD 
0lpQQj©UL| £.6TOT(B. (2iDQj2Li) (Lp^6b QffjrTLnijfS, jBrTOTt® frff n rials© 55 <5jii> av&e3najr 

(2aiB$IirT$U^llJLb 61Up^©6DT. UJJLD arUff3jJffirTija56TTrT60T ©©Qjaitajli) 5r«f§g®l«(SLi) g6DTJl5l6b 

ldl©ld @jDp60)LD. «Sl6ijefil([56U(!5«(SLb (8arj$ijrT$u£uJLi> ajnaabiLrrajj. ^ 3% <mcic<i^ 3*> 
^Jsf^ft : 6T66t^jd§I (BrarT^Lii). <®Qjefil©Qj©Li) ^rfKBarreroT ^u^iu^§]L(SgD, ^rflSansxjT^Gb 
<@©i^rT(S6orT GanjJLDLb. arsalirarr unitffiSQJ eiJLba^fiDtfa 1 GffrTtf^Qjeirr. frjbp (LpfflTSffinia 

<9iQJ6fl#(BlD UrT(t556D QJLDS^ffDffjfr SfffTjj^ (B55ITLI(y)ffDLlJJ $© LDffirTffJT UnarHrTlDOlT. 
rggerr#(S5j 5T«53n «([5^55(a3 $5b$5jrr U05V jjrT««£6CD^ (S^rtxi,6i^(S^rTrT (Bungjii). 5irfllJJgU55(5j 
fTi_rT6DT a^naerora® 2.sdluj ^rrenib Qsitsdid erCB^gJ. <9&2sjt a>axjri_ fsrrjujlei) 6i55rTsxjTL_£] 
ldjdq©© ffrT6tuJ(SnrT5i^LDrTajT efiKBa^Li). a3jj@iD 6rDSDu#srra5fl6b (B#qj<53© LDjB^rfl. 
^6n7 , rj(53([56iJrTajr 5V«53066t a^©, 

53rj5inijf66rfl(26D £firtji§j. aiDgiamai. xfi^rrfiJTLDrT<s&a i aawuQJiir a=ajfl uaeuraiT ^non. ^ab^rt 
^SeOT^^iJLX) ctsjtGqj ump©rt a^aw^ 6Tarru urTi_e(i)6bg6D ct«itu&i aQjffjflassQjLb. FSjteaiurr 

2_£UJ. 6TO$$. 60UJrT$#6Tfl6b 601ULI) 61frlljLJQjrT. ^©ai® 2-&IB# ^LLD igffU^LDrTQJT. 

(S6Tflrr£BrTrbp6CDi_uJ guLDa^OT y,u51.^(SLDrT ©ami) asrTfijjTLQjrr. 6i5=n6b60(SQJffiJTLrTj£ erosiujffjfiDaja 1 
si^rT6b60U (Surriu eLp^QJjjnfijr ujLDS3fli_u) ^«d# sunrBJ^uj^rTeb ^ff^jblDam. ujiDajflejT 

53rT6D5353rjLDrHJ536Tfl6b LDrrp5j6b5j6TT 615=ILJUJ 6aJ6060QJrt. a5H60af=fiBII «U^LD ^Il51j3^61JrT. dl^rTGfllLLb ULL 

536^LMfT6b o51(B0rT^i±> urTurTL©UQjfr. 6T5553rTffliiJ^®|ii) GfllasnnijaSen £.6roTLrT53(53UQjrt. sottl 
53uQfl)nij536iT tfCBeffleb ajneroii) 6i5=iuuQjrT. uenajflLU) uy5) irT&saiiT. uiunisnLDnajTQjfr. <%gD6b 

jgSlDrTGDT 5lQJ U55#rT55©55<5j <9©6rT 61«rT(BUUQJlt. #6f)6ffljZ> ^ffJTSDlDmerTOTQjrt. <®OT£QlU<i>(»rTLi> 

£<Q51#rT 5hji51iMerT6TTrTrr. $© 5=mirt a=«jfldF<aing)l«@ &<g@ Qins>enw aorrpii) arTa^QJKLi) ereiTpib 

X6LDM6UfT. LDfT©53. dFrfllLirTfiJT jg86D6tDUJ ^Sinjfl^rT £JTOJD#£]6TT6TTrTrT. L5l2>©lDU-ILDrTa3lLI arT*LD 

QjrTQjD6OTLi) ^nffiT. LDrT«5l6Cjfl LDXB^jj^rreb (8unjt)|Duu(BuQjrT wneSlsti efilgu^Lb. G&Q/rojisxnw 
iLingiii) ^6beornD6b w&n<3>u>u nrrfriurrM CTejTQDrr $>8a$\s>n. u>&n urr^a® GfiKSa=oj2«xjTLb 
(2#ffDQJii5l6b860. LDffiff 60ffi6DTLb ^eoTfijfleb ijljDlB^QJrt 0$©6ipL(ip6nOT6unnQjrm. gQanajfla) uuld 

UFTLSlUJrTeOT 53ffQ©LDrT«JT 5=«lfi (BlUrT53a5rTn«SD53QjLi> U01D 5rUlDrT53 (53©U5iQJrTffIT 5=i©6urT« 
a©LJU^rTgl|Li) ^rT60T. LD55U 60«GDT(LpaDL«UJrT©ffi<a3 £rHJ® QJI5^fT6b ffi(tp^6n(2QJ. «^QJ6U6TTQ| 
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6)«rT(BsDLDiLirTSJT fffflteajffggJT, $«njfl£rr &\un 6<v°$>n emn&u CTSJTQjLb enn^^S^n . #®f\ 
urf $&&ns s(Bnjrr^6V^6b QjrT6DDflaaLJUL(B6rT6rT $60 es^eo Lx51<jrfl# <9\onsn $u£gD#u uji)ir51u_|Lb 

isfajfl^fT UrTU2LLJ6TT6nFTfT. (2QJ6TOTIJ21U 6Urjr&JS86TT <9l6lfl««QJ6b60 ffirTLDCB^gy 6T6DTQJLD (SurTjDii51u_j6tT6rTrTrT. 
Shani is the greatest democrat. <9\Qisn rjrTsa 6J5K8rrrr$. £.6EDLp£#Ljl60T60T(BrT U6dSsjt (Sl6rfluuGU60T. 
ueosjT 6i«rr(BuLij6b uJl^dpfimnuoifflT. sum GfriLUBrrro £Qj(03LD6b 56totl86ot 6i«rr(BLJUQj60T. 

(Lp60T5biftS1iiJug2(Suj i^rt 6Mrr$<n)$s6tTrr& 6j<u; urTLebagenu uaDL^rrrt 6Tejru§j 6TrBj»6TT 
«afbp. <^QJ(B6U(Lp ffi©^«6ifl6b 6TrRj@LD, ^Qjjrjlu (8urruj au_ jjrr® (2«gj««86nu UjDjtfl @irjluL| 
$6CDi_ujrrgj 6T6DTUfiD# aojejflffiaojii). jjLDiTLDCSgDgjfDrfl rjrr«j£$6j2i6TT6TT urr® 6D6D"l(8&rT 
urrffiiLirr60T^giffi£BrT« erO(Lp^rj-^sjr aLL^gjaarrs <@iujdjduull§j ctotusds igen}i3<£<56omi). 
jjrrtgaDQj 6ro T, rjrr6ro*rjLi) ct otu urnjjujgj $6Drr&iULDrr60Tg|. ajrflujajflaiT urrLg2g|6rr6ngj ®urr60(S6u rjrr® 
«d5^uil®ILi), iaintflffirr dBU-irrrtfflrjT u^rjtffiD^u ujbjri) unLj2U_j6TT6nrrrt. (Bagjerosuu u/Djr51u-|6nr6TT 
unLgGou ujbjrjlu U60 EiLirEja6rT 6iffirT6TT6n6orTLb. ®60&8>8m. sriliLirrdBneroT Ljl6CDLp<56tT 2.6rT6rrajT. 
rB£TLSi_Lb CTOTugj Mun$QtM® siroordpuuuiTSi. ibqj «uqid lusld goToo) Sun^n^rT? 6td«ld 

CT6ZTT(n36b 6T60T60T? (2<5§J 61«rT6rT© ^6DTgULD <55(Lp6rj)# (916060. <gj®^ffirr$ USatfeOOTLD 6T6BT©60 

ffrfliiJ6b60. 6351ujn6TO(OjLi> G<5gi6CD6u 6irr6rr^rjLb 6irj6fT^ririrr^iDffiLb fBarrrni) 6T60t(8(d <9hjrjliL|6TT6rrrTrT. 
(BeuSsifas LDrBj0THj-56ifl6b ajfTiurriLi, arBjrjrriLi, cSlnijsrj^miJ, g^rriij. ©irSeu. Sr-agrruj. 
aSajTaarjrruj. rrrr@iD®6u 6T6rjrp 6j« QjfffiJT^jeb ahprHj«rr6b, 6J6DT SagjuSiLirr 6TGorp ugrcr 
QJdF€OT^j6b QOT6b^(fr3fTffi6iT? (2&§j 6T60TU§j &fTLD&5§|5«6Tfi6rjT SaLLii) ^,(gL±>. A Galaxy of meteors 
and comets fiQi&UQiDW 6T6rjru(3£ arfliurr? 

i^^rffflT eurrrj ffi^aerfleb ueo unoj? 6i«6n0Qj. 6iu6rrm76rjrjfld5. arrojiu ^LD^arrn efilsyjiuraaen 
£.6tt6tt«jt. <^OT#uu]i)irj)Lj (Sua 0Kajarra=(LpLi> ®6b860. <9lQj#uj(LpLb ^60860. iamtfl^rt (^©erfliu 
®& «(t5^«86rr« «60JTL6DTLb 6iaiLJiiJ ^njrr&nfT® &6fi\BQin$5>6n ecDi&iLirrnms £.6iT6nejrrr. &5a$\tbrt\m 
£6<t5$2>86TT «nofl)U6D(8LDLDl 6T6DTJD £Bd5^Lurr6b ^ujrrarjrrearr ffiaijTLaJTLb 6l<?ujgj6rT6rrrTrr. 6Tsjt 
u%&nu$5>5- seiurr 6T(Lp^iL|6i76rTrrrr. <® §j ^rrniDibjD. uamjJurr^LDrr6DT anjbp. ^U-inaurfffirflajT 
«d5j MHIB^n^rrerorfleDT 6rof660 snQfl) U6D 6T66tjd <&2>Qinn>nu>n8DQ}2 ) &<y€£\\u® <%<&ib. 
^ldl51ujlju6OT <9i6b6orrgi. (36orr« Qd^LDnn^ions, i^^rr 6urrrjs©$d586TT ^ujit)irjlij_|6n6nrr(t 
6T6DTuj6b a=|B(B^*iiJl6b86D. ffi(f3^«6rfl6b s«ujnjQj?rriB^rr«^ij)rT6rjT oiSlfcj&rriBtf. 6rDLbQfl51i&. 
(BQfDrTjjrr 635l6yjiLirBj«6tT U60 £.6rr6nffiT.6T6DTUGa)^ 6T(B^glff«rrLij2(3©ii). auurrL6b£B86TTu uiiflajrp. 
urru2, Q£BrTexm_rT6b i5l6rjrjfl «9)«6jjii). iLirTQJdjLi) jB60(LpjD 6T6b6orrLi) QJ606D <©6a)jD6uSaniLjLb. 
IBn^Sran^ ^5mjfl^6CDniMLb ©6U6rijTU2a 6i«rr6tT^SiD6OT. 

e.Lgi)6rj)Lp^ Q51^6urr6DTa©«@Li). QjrriLJLJU6rfl5^ (S^QJiBrTfiDQJ6ifl ^ejr jgrrQjrf#«g5<5(gLi). 
Q5=efilLD(B^ n6n51ffirtffi@B«(®ii) xBemiiJl. QJ6ror«aLi). 
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^JffifHJffigflOTiejDU) 
airfluJfflT tfaiuq 

^gffirejffi6rflgiT eSlniiffiii) 
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1456DT aiaSI 
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THE PHILOSOPHY OF LIFE : KARMA YOGA 

Mr. Srivatsa 



The eternal truths, the laws of physical and 
human nature which are embodied and intertwined 
in the Bhagavad - Gita will, forever, remain the 
subject of study so long as humanity lasts on this 
globe and struggles to reach perfection. If the 
teachings of the Gita give solace to the human mind, 
amidst the trials and tribulations, the troubles and 
turmoils of everyday life, of this ephemeral existence 
enabling j person to lead a better, fuller and purer 
life, the fact that divergent views may be held on the 
ultimate metaphysical principles, need not deter us 
from putting the teachings of the Gita Into practice. It 
is the practical life of a man that determines his goo- 
dness Et not his knowledge of the philosophical subte- 
lities which justify his conduct. Knowledge of Ulti- 
mate Reality no doubt illumines the mind which pulls 
the reins action and determines the course of conduct 
but if one is aware of his duties & does discharge them 
dispassionately, he acquires as much merit as a 
person who does the same thing with the full 
consciousness of the underlying reasons as to why 
it is a duty. This, in essence, is Karma Yoga, the great 
lesson which the Bhagavad Gita imparts to everyone, 
be he a genius or a common man. 

the Bhagavad- Gita contains such a multitude of 
aspects that can be looked at from various standpoi- 
nts of human psychology, cosmolo'&y, ethics, metaphy- 
sics or religion. The Bhagavad- Gita is not a didactic 
treatise, it is a song, a narrative of questions and 
answers in which discussion proceeds from topic 
to topic till it reaches its culmination when the 
student (Arjuna) is convinced that his salvation lay 
in doing his duties unattachedly and disinterestedly, 
without caring for the outward' results. In the 
Bhagavad - Gita, we are taught that our lower self 
is to be lifted by the higher self and not annihilated- 
TheBhagavad-Gita rec'ommends three remedies: What 
keeps us low in the existential scale is excessive 
attachment to sensuous objects, frustration in not 
obtaining the fruits of action, the non-fulfilment of 
desires and a lack of discriminatory intellect - to 



discriminate botween the real and the ephemeral. To 
overcome these lacunae and to uplift one's own self, 
it is essential to acquire a sense of non-attachment 
to sensuous objects even when experiencing them 
(Anasakti), renunciation of ds'sires to enjoy the fruits £ 
of action ( KarmaphalatyagaO, intellect to distinguish 
the real from the ephemeral < Nitya-Anitya-Vastu- 
Viveka) and an equilibrium of mental faculties(Yoga). 
The Chandogya Upanishad states :- 

" rft <i »£*u =rr^ *j«mt??r nfci mi »pnr^a 
f??3rirrfa?Ts*i 5 fir *ptt^t v*ra~t faftnrra 5 fir 1 " 

( The Brahman is Bliss - the infinite we must 
desire to understand ) 

To attain the Brahman, the Bhagvad-Gita, in 
Chapter HI, States :- 

" S far 5 * flrfarjT faeST <T7T Hta?TT ^tR!J I 
rfMuViH HTjsjTTf fTKOtrpT JltFrpTPT II " 

(In this world, a two-fold way of life was taught 
of yore - that of knowledge for men of contemp'ation 
and that of work ( Karma ) for men of action) 

Thus, the way of life for men of action, is work. 
This, verily, is Karma-Yoga. 

The word "Karma" is derived from the Sanskrit t 
verb " KrL M - to do. Technically, this word, also 
means the effet of actions. In connection with meta- ( 
physics, it sometimes means the effects of which 
our past actions were the causes. In Karma-Yoga, the 
word " Karma " simply connotes work; action. Action, 
|i. Karma-Yog«j,is the means to the end; self-realisation. 
The entrance to the Oracle at Delphi- bore the inscri- 
ption- .- . . .m'n*. i 

" Man, know thyself ". ' 

This, certainly is Oriental influence on Hellenistic 
thought. Pleasure is not the goal but self-realisation. 
Pleasure, happiness are relative* and not infinites, not 
everlasting-they end some time,' somewhere. Self- 
realisation is attained'from'the experience one under- 



With best compliments from 

tzJM ... « A ^ L WIS1HER Mi £bffwi 

Unconscious, movement is called naturnl evolution. Conscious-, evolution.is- YOGAror the 
practice of religion, rV*<&M< M - Swaml S ivanandat aoU 



46 



goes and the resultant knowledge therefrom. Pleasure 
is not the ideal to strive for. experience is, knowledge 
is. Pleasure and pain are great teachers, great impre- 
ssionists-they etch indelibly on human minds, vari- 
gated and different pictures. 1 he result of the 
combined impressions m .de by pleasure and pain is 
what is known in common parlance as 'character". 
^^WeHiiiiini i but an aggregate of tendencies, with misery 
and happiness being equal factors in characters- 
formulation. Generally, adversity is a greater teacher 
than prosperity. However, equanimity of deed, action 
and thought can be attained only when pleasure and 
pain do not effect anv further, a mental state called 
Titiksha", in Sanskrit. The fa.no js poet, Barthruhari 
writes :- 

" ntn Tlnwi f £ ^afawtr nra sjqraura 



( An enjoyer of pleasures is scared of illness, a 
virtuous family scared of loss of character, one with 
hoarded wealth scared of the kind, highly- placed 
persons of loss of position, strong men scared of 
enemies, beauty of old age, well-learned mm of oppo- 
nents and the body scared of death- There inherenly, 
is the element of fear 'Bhaya' - in all pleasures, the 
only refuge, 'Abhaya', for mortals is in detatchrnent. 
at work,"Varragya". ) 

All knowledge, secular or spiritual, lies in a latent 
state, in the human mind and ' Karma '', or work, 
unravels it. "Karma'' is a process of discovering 
knowledge through actions, through experience. Like 
fire in a flint, knowledge exists in the mind-experienco 
action is the friction that kindles the fire of knowledge. 
Every pulsation of the heart is "Karma is work, the 
process of work never ceases. The Bhagavad-Gita 
states :- 

( No man can sit still even for a moment, but 
does some work. Everyone is driven to act, inspite of 
himself, by the impulses of nature.) 



All movements in society, all actions we visualise, 
are but manifestations of "Karma", of acton. Our 
" Karma " determines what we deserve and assimilate. 
We alone, are responsible for what we are and we do 
have the power to make ourselves what we wish, to 
be. " Karma " is often confused with the result of 
past-actions. Even takinB)for granted that whatever 
we are now is the result 6t~ past actions, the future, 
nevertheless, will depend on the present actions. If 
action, if " Kar|ma '' then, is but a natural phenome- 
non, the fundamental question arises - " What is the 
use in doing work, if everyone works in some pre-de- 
termined way? " Natural cfisuations are manifest in 
the senses. Senses manifest as motives. Men work 
with various motives - some lor name, some for fame, 
many for money, lew for power. The means adopt 
ed could be dubious. Money can be^massed by che- 
ating other-safter adopting wrong methods what pur- 
pose is served by resorting to pseudo-philanthrophy ? 
plesures are not permanent. Pleasure-based motives, 
therefore, are negative manifestations. >- s stated earlier 
all work should be channeled to kindle the inherent 
knowledge. Natural causes affect the senses but mind 
controls the senses. Indulgence in pleasure-based 
motives is .lypocricy and one who deludes himself 
thus is a hypocrite. The Bhagavad-Gita states :- 

" wtfPlUlfa HU«t 1 3ro^ I^TCTT I 
sfanrrofa fJnjnwt t*c*TWrc *r n 

He who works jus» for work's sake, performs 
' Karma '. He who is unsullied by pleasure, or even 
pain, he who is the salt of the earth in every clime, he 
who works just to gain the experience and knowJdW 
^ is the superior man. The Bhagavad Gita states so, in 
the verse :- 

ThQ Isa-Upanishad ( or Isavasya Upan'ishad ) in 
fact, emphasises that one should stay fcr a . hundred 
years, doing his -Karma "or duties , 

rn» 7^ HT*rfctI3ttfcT T fe^iT ^ |V ' <>-.<■*. 

;;»M**tiv ••.•«■•!•■«<!, ■ •»■••'"'.' i»>).nVft£<f^ii , *( 
Chapter II of the Bhagavad-Gita- deals -elabora- 
tely with Sankhya philosophy. According to Sankhya 
- ■ 
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philosophy Nature is composed of three forces; 
Sattva, Rajas and Tamas. These are seen in the 
physical world as what we may call equilibrium, 
activity and inertness. Tamas is termed as inactivity. 
Rajas is activity with positive and negative traits, say 
attraction and repulsion, creativity and negation. 
Saitva is the equilibrium of the other two forces. In 
every man, we can perceive an admixture of these 
forces. In active people Rajas predominates, in 
inactive, Tamas and in balanced, Sattva. Karma-Yoga 
has to deal with this aspect. Human society Is a 
graded conglomeration, a graded organisation. 
Natural forces tnfluence morality and duty 
Standards of morality and duty very invarious parts 
of world. The attempt to evolve a universal 
standard of morality is continuing unabated, from 
times immemorial. What is right unlo one, may be 
wrong unto another. All greet teachers have said „ 
that evil should notboresisted. If evil elements in ^ 
society are not resisTec!. there would be no order, 
only chaos Practice of such non-resistance would 
lead to disaster, decay and distruction. Thus, good 
and evil are rendered relative. Karma-Yoga seeks to 
state that duty, irrespective of nature, is to ba 
performed. Did not Krishna call Arjuna a psuedo- 
iniellectual and a hypocrite for refusing to do his 
duty as a warrior (viz ) annihilate his foes? 

" 3T5ft WH**wta*ri njtrar? r?^ wrd i 
Karma Yoga tries to amplify this cycle o.' nature, in 
simplistic terms :— 

rrsm^fa qitfsft Tit: *ritT«r*jq: 1 1 
era; R«ftlrf *4 Wjwfwft? «T: I 

A cyc|e of nature is sought to be defined. All 
creatures originate from food; food is produced from 
rain, rain is the effect of sacrifice ( detatched 
performance of duties), sacrifice from the acts thereof 
(duties). Tne acts of sactifice, the duties, are taught 
in the Vedas, the Vedas from the Supreme One. The 
Vedas therfore centre round the sacrifice. 

As per rhe Bhagcvad- Gita. this cycle, this 
circle, should rotate in a clockwise-direction. Thus 



was the natural wheel set in motion both /lor-indivi- *fj 
duals singularly and for society, collecively. The ^ 
Bhagevad- Gita calls him a vain man. one who does not 
follow the cycle but indulges in sensuous pleasures. 

Commenting on this cycle, Sti Aurobindo Ghose 
the great savant declares. " Even m this passage 
Atself, without the illuming inter- pretation aftewards 
given to it in the fourth chapter, we have already an 
indication of a wider sense where it is stated that 
Sacrifice is born from work, work from Brahman, 
Brahman from Akshera and therefore, the all- 
pervading Brahman is established in the sacrifice. 
The connecting logic of 'therefore and the repetition 
of the word 'Biahman' is significant, for it shows 
clearly that it is the Brahman from which all work is 
borp 'has to be understood with an eye not so much 
to the current Vedic teaching, in which it means the 
Veda, as to a symbolic sense in which the creative 
word is identical with the all peravading Brahman." 

Various interpretations are given to the words 
Brahman and Akshara, Sankaracharya takes the 
formei to mean Veda and the latter, the Absolute. 
Ramanujacharya, with the Sesha-Sheshi and Kshetra. 
Kshetragnya theories of Visishtadwaita interprets 
Biahman as the booy and Akashara as the soul. Some 
commentators have connoted 'Prakriti' as 'Brahman" 
irave purposely delved on the divergent views 
tough generally foftowing Sri Sankaracharya's views' 
in view of the recent resurgence of the "Akshara 
Narayana " school of thought 

Duties, morality.are variable; not static standards. 
Tho element of evil, mentioned earlier, persists! Lord 
Buddha, a Tyagaraja (King of. Sacrifice), preached 
that only goad should be- dono and! not evil. vj e auS 
Christ wanted to return good for evil. Jainism staten 
that since all deeds are tainted by an element of. evil, 
one should desist from 'Karma'., Bahubalr.; seeing-Mhe 
futility of Karma, took the 'Kayotsarga^ pose, ^- where 
no.' 

sustaining. The Bhagavad-Gita -takosl divergent 
view : 



[llliy or l\cniiid, iuuiv mo imj»uimi H o. K w ?"" .TV."" ~ 

■Karma' is performed.-, the bodyjta*a| being self- 
staining. The Bhagavad-Gita - takes! aU divergent 
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" faim f ^ uk ?5 uk aqnft aUKK: I 
SRtnimfa w ^ * afK3$7UKK : u " 

( Do thou thy allotted work, for to work is better 
then to desist from work. By desisting from work, 
thou cannot sustain even thy body. ) 

What then is duty ? To give an objective defini- 
tion of duty is entnely impossible Any action that 
makes us go towards the ultimate is a good action, 
it is our duty; any action going towards sensuous 
pleasures preventing us from kindling real knowledge 
is evil, not our duty. From the subjective viewpoint 
we can realise that certain actions have a tendency 
to ennoble and exalt us, while certain actions have 
a tendency to degrade and brutalise us. The Bhaga- 
vad-Gita frequently alludes duties dependent on the 
position in a collective - society. Our Karma, our 
duty, is therefore to do that work which will ennoble 
us in accordance with the ideals and activities in a 
society in which we are integral. By doing so, we 
help ourselves, we help the world. 

The parable of the Dharma-Vyadha is often 
quoted in this regard. A Yogi, after performing severe 
penance & having acquired super-natural powers, was 
engrossed in deep meditation «**■ under a free, when 
he was disturbed by leaves falling from above, resul- 
tant from a skirmish between a crow and a crane 
The Yogi was annoyed and his power was such, that 
one look at the crane by him rendered the crane life- 
less. He was pleased with his prowess, his Yogic 
powers. Whilst leading the life of a mendicant, this 
Yogi went to a house seeking alms The lady of the 
house was pre-occupied with ministrations to her 
ailing husband and kept the Yogi waiting. When at 
last, she came with the offering to the Yogi, the Yogj 
lost his patience. Ere the Yogi could translate his 
thought into a temper, the chaste lady asked him, 
" Do not overestimate your prowess, for, I am neither 
a crow nor a crane ''. The Yogi was balfled at her 
telepathic analysis. The lady stated that she had 
devotedly served her parents before marriage and 
her husband faithfully thereafter - that was all the 
Yoga that she practiced. As a result of her devotion 
to duty, her Karma-Yoga, she was able to read the 
thoughts of the Yogi. She suggested that in case the 



Yogi wanted to be illumined any further, he should 
go to a butcher ( a Vyadha ) of a particular town, who 
could teach him things higher than what she knew. 

The Yogi's arrogance was shocked but not abated. 
Doubting as to what he could learn from a butcher, 
he, nevertheless, proceeded to meet him. History 
repeated itself. The vyadha ( the butcher) was busy 
in his shop whereafter' he went home to serve his 
aged parents. Atlast, when free from his domestic 
chores, he turned to the yogi. The yogi asked him 
intricate questions on the soul/, which the vyadha 
(butcher) answered in the form of a sermon 
known as the vyadha-Geetha (of the Mahabharatha) 
the vyadha - Geetha contains one of the highest 
flights of vedanta the yogi felt humiliated and 
astonished and asked the butcher as Xo why 
he was entombed in a butcher's body. ffi&though 
with such superior knowledge. The vyadha ~~"3Trswers, 
" No duty, is ugly, no duty impure. Circumstances 
and environment deigned me thus; I do only my duty 
to my parents and socitly. I know no yoga & all the 
little knowledge I have was gained only from the 
discharge of my duties. '' Such is the greatness of 
Karma - yoga, the eflicacy of karma -Gnana. 

Where unto a Yogi? Even the Supreme one bows 
to a Karma-Yogi. In Marwashtra, everyone knows 
the story of Pundalik. Lord Krishna, as Vitthal, 
revealed his divine form to Pundalik, who was engro- 
ssed in serving his aged, infirm, parents. Pundalik 
continued to serve his parents and asked the Lord 
Vithoba to stand/wait on a brick until he was free. 
The Lord bowed to Pundalik's filial devotion. The 
temple at Pandharpur is at the very spot where 
Pundalik placed the brick. In the Bhagavad-Gita, the 

Lord stated 

■ . vi », tj'if u • • if .•: "> op'- i . 

* w i <qmnd«i ^ uk'Pt tt 

KK ^nj/^H *tH"It: TTO : II # ,.. , ■, jri 

(There is nothing in the worlds for me 1 '(for 'the 
Lord) to achieve, nor is there anything to gain, yet I 
continue to work, for if I did not 'continue to' 1 work 
unwearied, men all around would emulate me and 
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not work, leading ultimately to confusion and 
destruction). 

Duty, Karma, has been spelt out. The above- 
quoted verses define "Dharma". 'Dharma', thus, is 
the emulation of the good-deeds done by Great 
Persons. It would not be out of context here to quote 
Yudhishtira's precise answer in the Yaksha-Prasna 
that 'Dharma' is only to follow the path of Great 
Predecessors. 

"Lastly, what is the effect, the bondage of karma? 
To what extent karma - bandhana ? Good and 
evil, are relative, are man-made. In God's 
creations good conforms to the laws of nature and 
evil runs contradictory thereto. This distinction 
is sought to be made, in the upanishads' by 
means of the words and 'afTO*, 'Off' and '3WcT . 
Why then ' quite often , does a ' good - man ' also 
suffer, for no fault of his? For, apart from individual 
kaima. there is the collective karma of society too. 
Lokamanya Tilak, in his Gita-Rahasya, says, "A family 
a community, a nation or even the whole universe 
cannot escape suffering from the consequences of 
their actions in the same way as an individual 
cannot do so; and in as much as every human being 
is born in some family, sone community, or some 
country, it has to some extent, to suffer on account 
of the actions not only of itself but also of the 
community and society to which it belongs. But as 
one has to refer ordinarily to actions of a particular 
individual, the divisions of karma in the theory of the 
Effects of Karma have been primarily made by 
reference to a single individual." Shaw Desmond has 
commented in detail, on this subject, in his book. 
" Re-incarnation for every man ". Paul Brunton has 
also subscribed to this view. The Karmidjaws govern 
the rise and fall of nations, though being of a very 
complex nature, they take long time in producing 
effects. 

The vexatious question of free-will vs. determi- 
nism also comes to the fore. Since this article is on 
Karma-yoga and not Karma-Vada, this question falls 



outside the purview of this article. Individualising 
once again, let us revert to the nature-cycle ''chakra' 
or wheel, shown earlier For purposes of analogy, let 
us consider the circle shown as the outer-race of a 
"Karmic-bearing". The natural cycle, the collective- 
karma, constitutes the outer race; the individual-karma 
the inner race For attaining harmony, the inner and 
outer-races, should operate synchronously. If the 
inner-racing operates synchronously, then things 
move in the right direction. If individual-karma is 
attuned to sensuous pleasures then there is no 
synchronism. The movement towards a synchronous 
state is "Nivritti" and to an a synchronous state 
'• Pravritti ". In loose-knit terms, Nivritti connotes 
detatchment, leading to release, whilst Praviitt' 
indicates attachment. In chapter IV of the Bhagavad- 
Gita, we come across a verse :- 

(He who sees no work in work and work in no 
wotk, he is the wise one amongst men). 

The interpretation given by Sankaracharya is 
that in the Atman, even when there seems to be 
action, there is really no action. Madhusudhana 
Saraswati employs a simile to make this meaning 
clear. A man in a moving boat knows that the motion 
of trees on the bank, in the opposite direction, is 
not real motion and he also knows that the boat, 
which appears to be at rest, is really moving. 
Ramanujacharya, followed by Vedanta Desika, have a 
diffeient interpretation. To them, 'akarma' is atma- 
jnana. They hold that a wise man is one 'who' sees 
•jnana' in 'karma' and its performace and sees 'karma* 
in 'jnana'. According to Tilak, the first 'akarma' means- 
absence of bondage resulting from karma "arid 'the 
second 'akarma', apparent inactivity ; Thefirststatement 
means that a men who acts .with, detatchment 
(Nivrutti) is not bound. The second statement means 
that a man. even when he sits quiet without' action- 
he is merely an actor. This is illustrated 1 ' by* the s case 
of one who does not move even when hisv parents 
are being murdered. Such a person is. held guilty, 
eventhough he is inactive. 



With host compliments from 
A WELL WISHER 
Knowing the self is being the sol/ and being means existence -one's own existence- 
which now one denies any more than one denies one's eyes, although one cannot see them 

Ramana Maharishi 
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Lokamanya Tilak quotes the undernoted verse 
in support of his interpretation :- 

An allegory from the CAundaka-Upanishad is 
generally cited to explain this view-point Two birds, 
that are ever associated and have similar names, 
dwelled in the same tree. One of these eats the fruit 
of divergent tastes and the other looks on without 
eating. The Pippala' fruit is synonymous with the 
results of karma. 

jt h<4<*\ wottt -7« qf7tj??in^ i 

One bird is the individual soul, the other the 
Absolute. The individual soul moaned, worried by its 
being bound (by Karma) but when it sees the other, 
the Absolute, it became liberated. 

w*j art «m?T5«mhmFT *tfj$«rRft?fk ^fcnfr* i 1 1 

The Bhagawad-Gita also states :- 

" mtfwtftPT: (reft Jjwjt flifcwfar} : 
ws*ti ^ ;^tt qi«n a «nncifr?»wiT«n<T 1 1 

rTT^f ri tinier I I 

(This wo?d is fetteied by work unless it is done 
as a sacrifice, give up attachments and do work as a 
sacrifice. The fruits of Kamayamana-karma are short 
live- " «'rt«Tj «KW Pravritti based fruits lead 

only to repetitive trials and births "mW <j<ni KdifiW 

finrfafl" Love & hatred are bound to arise towards the 
objects of sense - let none come under the sway, for 
attachments are his enemies Hence work without 
attachment, for a man who does his work without 
attachment attains the supreme One 

«WW«W: HfTcT VPT ri «HW( I 

*f¥W I" • 'I' _ • 

amt^t &r*vn ri qrwrrfo : n 

i' -Thus/ duty discharged with detatchment is 
deigned to be the real duty. Such people are liberated 



echoes the Kathopanishad :- 

" H5T Tar stR^rr^ ctit n ~xm ?M\*^x . \ 

( When a man does his duty but all desires 
clinging to his heart fall off, then a mortal becomes 
immortal, he teaches the Supreme here itself.) 

Renunciation of the results of action, »s Karma- 
phala-tyaga. Work for work's sake, is the sacrifice 
referred to in Karmayoga. The greatness of an ascetic- 
a Sanyasi, lies in the fact that he has not only 
renounced the fruits of action but the world itself- 
Tha Mundaka-Upanishad states :- 

rjH^nqqa^ m% fast - 

Wf^W Mtf»n fajT^ *^njTTf || 

(The Supreme Self is not attained by one devoid 
of strength, nor through delusion, nor through 
knowledge unassociated with monasticism). 

Some savants feel ihat external renunciation is 
essential Even Kalidasa says - 

" 5T5T%snr*?r faatiTf 4hA fjfrofaanT i 
strg% ofasffTTt MMlHft 5W?«nrf«T 1 1 

(Childhood is meant for studies, youth for mate- 
rialistic pursuits, middle age for detatchment and old 
age for formal renunciation ). 

To a Karmayogi. who becomes an Immortal here 
itself, as laid down by the Kathopanishad, formal 
renunciation is not compulsory. The Bhagavad-Gita 
states now Karmayogis like Janaka got liberated by 
work alone :- , ; 

" rite fr* tfRfernfNHT ***** . 

Hy*«4&4fo T** " ': V .,, . , 

In the Bhagavatha, the Lord' calls' up^^Priyava{£$ 
rta not to renounce but to lead the' life. of a'Grihastha." 
controlling his senses, doing his ^dUtfessa^qTjIrinc) 
knowledge:- 1 -v'vA&V . 

r _ * , - ; 

5™ ™*Z 1 



With best compliments from 
A WELL WISHER A 
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A journey of a thousand miles begines with a^step. , , Ui> „ , , 

Old Proverb 
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Abhinavagupta says that men of true wisdom 
and experience get liberated, whatever their Asrama 
is. Our Smritis state - 

" mwmfinri ««fa«n*i«ta wfiRifttii WW| v^ft ^ i 

Badarayana, the founder-father of Vedantic 
philosophy, the author of the Bhagavad-Gita, of the 
BrahmaSutra, has followed the time-honoured 
principle of leading a student from the lower truth 
to the higher trutn. In Chaptar II of tne Bhagavad- 
Gita he declares :- 

(Work alone, thou art entitled to, not to its fruit) 

(People of even mind give up the fruits of action ) 

This forms the Poorvapaksha, the hypothesis of 
Karmayoga. In Chapter III, he dwells in detail on the 
Sadhanas, the means, to attain Siddhi 
liberation, by Karmayoga. He emphasises the need 
to duty for duty's sake and condemns inactivity. He 
clearly mentions that a Karmayogi can attain self-real- 
isation by Karmayoga alone. In Chapter IV of the 
Bhagavad-Gita, he states :- 

*H i rM4'tI» -tfrTf <TOTg: qf«r«tT 5TOT: II 

( He whose undertakings are free from desire, 
him the wise men call a sage. ) 

This is the Uttarapaksha, or Amarapaksha, the 
inference. The suprememessage, the substance of 
Karmayoga, Gita's great contribution to religious tho- 
ught and metaphysical analysis is, " NEVER DESIST 
FROM DOING YOUR DUTY; WHAT IS NEEDED IS 
RENUNCIATION IN WORK NOT RENUNCIATION 
OF WORK. " Vyasa Badarayana, concludes the chap- 
ter on Karmayoga by stating :- . 

" Ftaif farm: Tnwfcj ?vjfema i 
fori *m "tthrt wrra?: n 



( Better it is to be in one's own law ( duty ) 
though imperfectly done, than in another's law, carri- 
ed out perfectly ). 

The practical utilitarian value of Karmayogtu 
cannot be overemphasised. Practice of the karmayogic 
tenets, in everyday life, facilitates the issue, degree 
of morality and persons official conduct, better 
management of Organisations and best tranquillity in 
communities and in societies. Spinoza stated, "vincit, 
que se vincit, " meaning he who conquers himself, 
conquers all. Like obedience is the art of governing 
Karn.ayoga is the art of better personal and public 
management. 

Commentators of the Bhagavad - Gita accept 
that liberation, self - realisation, can be attained 
through three paths, all leading to the same goal. 
They are the path of Knowledge, Gnana-Marga, the 
path of devotion, Bhakti-Marga and the path of 
service. Karma- Marga. 

Sankaracharya, the greatest of all commentators, 
is an exponent of the Gnana-marga. Ramanujacharya 
Madhvacharya Nimbarka and Vallabhacharya 
espouse the cause of Bhakti- Mar^ga. It was in 
Maha'a6htra, that the siaunchest advocate of karma 
-Marga, of Karma-yoga that great commentator of 
present day-s Lokamanya Tilak was born His views 
influenced another Karmayogi, he was probably, the 
spiritual Guru of the father of our nation, Mahatma 
Gandhi. It is therefore a matter of gratification that 
Karmayoga is accorded iis rightful pla.ce in the Geeta 
-Gnnna-Yagna to be conducted at Khopoli, in Maha- 
rashtra, the land of Lokamanya* 



of 
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Birth is the Consequence of Kama ( Lust, desire ). Death is the Consequence of Kala 
(time, the Lapse of time ). The god of desire (Kama) was reduced to ashes by Siva, The god of 
time is Kala or Yama. He has subdued by Siva. So. one has to Surrender to Siva ( god ) is one 
has to escape the Consequences of these two fatal forces. If between Kama and Kala. you take 
refuge in Rama then you can escape the rigour. For Rama is the Alma and Atma has no Kama 
and is unaffected by Kala. r 



Sri Sathya Sal Baba 



INTRODUCTION 

Human beings are often described as rational animals or as sentient bipeds. Once the 
animal is human beings is satisfied by the provision of certain biological and psychological 
needs, the rational part, the sentient part gets an opportunity to rise to, evolve to higher 
intellectual cum spiritual levels. 

Man does not live by bread alone. The inscription at the entrance to the Oracle at Delphi 
read "Man know thyself!'. Some may be conversant with this oracular inscription; how 
many are aware of the upanishadic dictum Tat b/am asi' - That those art!" Man is not the 
master of all that he surveys - he has no control even to condition natural forces - as can 
be seen from the grim catostrophe of Gujarat. There are forces, perhaps eventually 
controlled by one Supreme Power - beyond human control. The inter-relation between 
humans and the Superhuman Power is the object of intellectual analysis; the subject that 
engages human thought when it rises to such an intellectual niveau. 

The study of that inter-relation is generally called Philosophy. I would prefer using the word 
"Darshana' instead. Indian systems of philosophy developed not only as a result of 
intellectual 'speculation, but also from mystic intution. In most of our systems, mysticism 
and analysis go in tandem. "Darshana' implies "seeing' - rather, careful scrutiny. The 
topics encompassing an Indian philosophical system or Darshana, can be generally 
classifed into four categories ;- 

i) The natures and existence of a Supreme Power, of humanity and of the physical 
world and their relationship - this can be concisely called "Mefaphys/cs". 

Ii) Identification of categories or units regarded as everlasting or ultimate; those with 
natural emergence and permanancy - this is known as 'Ontolog/ 

iii) Scriptural support of the salient and basic theories of a system of Philosophy - 
called in India as 'Pramana' or proof. 

iv) The goal of human existence, the Doctrine of Liberation or Salvation and the way of 
attaining Liberation or Salvation - called Mumukshatwa. 

We have, at this stage, distinguish between the terms - Religion and Philosophy. A 
religion will have appendices like social conduct, morality and ntualistjc observations. 
Philosophy is essentially dissociated from these three facets. 
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Divergent views and differential analysi have culminated in a multiplicity of Darshanas, or 
schools of philosophy. The greatness of Indian ethos is that it accomodates divergent, 
opposite or even mutually contradictory systems. The first point to be cognised is the 
trifurcation of philosophy in India into theistjc, atheistic and agnostic groups. Aasthika 
schools accept the existence, if not supremacy of a Superhuman Power, generally called 
God. Naasthika schools are those which deny the existence of God. Shoonyavaada 
neither accepts the existence of God nor denies such existence. 

Theistic or Aasthika schools can be bifurcated further :- 

i) Schools which accept the authority of the Vedas. 

ii) Schools which do not accept the authority of the Vedas. 

Aasthika oriented schools, barring some, are epicentrically evolved with the 'Prasthaana- 
traya' scriptures - the Brahma-Sootras, the Bhagavad-Gita and the Upanishads at the 
nucleus. Upanishads are regarded as the quintessence of Vedic teaching; they constitute 
the last part of Vedic literature. The term 'Vedanta' means end or essence of the Vedas 
and this is generally held synonymous with the Upanishads. Hence, the name "Vedanta' 
for Indian theistic philosophy. 

We have to digress now into some high fundamental philosophy. The theistic thought that 
acknowledges God - need not per-se, accept attributes, if any, of God. That God is one 
without a second - "Sad eva somyedamidamagram aasid ekam eva adwiteeyaam" - is 
misinterpreted by persons of limited cognisance as one with attributes by virtue of 
erroneous cognition - Anirvachaneeya Khyaati. Conventional examples are the perception 
of the snake in the rope or silver in moonlight. Followers of this group believe that humans, 
who are none but the Truth in a transitory state (Samsaari) are enveloped by ingorance 
(Avidya). Liberation is when the Truth about Brahman, the Supreme One is realised 
through application of intelligence and "Gnana' - real knowledge is obtained. They are 
Gnana-Maargis. 

Another group accepts the attributes of God and states that Liberation is spiritual union with 
God, which beyond efforts by the aspirant, requires Divine grace. They have firm faith in 
devotion or Bhakti and are known as Bhakti-Maargis. 

Devotion or Faith is the kerb-stone for Bhakti Marga. Faith, it is said, can move mountains; 
can change destiny. A devotee has faith which is absolute, even in vissicitude. His faith 
may not be acceptable to others. In India, tolerance is a duty - not a concession. Respect 
of someone else's faith is virtually an ingrained habit. Bhakti-Marga has different types of 
faith. We find a Shloka in Padma Purana: 
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"Shaivamcha Vaishnavam Shaaktam, Kowmaram Vainayakam tataah. 
Skandhamcha Bhakti Margascha Darshanaani shadevahi'. 

The six paths of Bhakti Marga, the six Darshanas, the Shanmataas are Shaiva (worship of 
Shiva), Vaishnava (worship of Vishnu), Shaakta (worship of Shakti),. Kowmaara (worship of 
Kumara), Gaanaapatya (worship of Ganapati) and Sowra (worship of Soorya). Of these, 
Sowra and Kowmaara are virtually extinct. Gaanaapatya is limited to certain areas. 
Shaakta is practiced widely. Shaiva and Vaishnava cults have a larger following. 

VAISHNAViSM 

When our forefathers were deifying natural forces in the Rig Vedic period, Vishnu was a 
cognised entity; "Shanno Mitrah sham Varunaha, shanno bhavat Aryamaa, shanno Indro 
Bruhaspatihi, shanno Vishnuhu Umkramaha, namo Brahmane". Vishnu was perceived, as 
Urukramah, the One with the great stride, as Trivikrama. The best depictions of Urukrama 
can be seen in Ellora and Pattadakal. Vishnu or Narayana was regarded as omnipresent, 
as One who pervades the Universe - "Vishwatah paramam nityam, vishwam 
Naraayanagum harim. Vishwamevetah pumshah tad vishwam upijeevati". Ir course of 
time, Vishnu came to be regarded as the Ultimate Goal - "Tad Vishnoh paramam padagum 
sadaa pashyanti Soorayaha - Vishnoryat paramam padam'. 

The term "Vishnu" means all-pervading, Worship of Vishnu is Vaishnavism. The Panini 
Sootras extoll the greatness of Vishnu or Vasudeva. Inscriptions dating to the 3 rt Century 
B.C., found at Kohandi in Gujarat and another set of edicts found at Nanaghat in Rajasthan 
dating to 1 st Century B.C. show that the worship of Krishna and BaJarama was prevalent in 
those areas over 2000 - 2300 years back. Those were the heydays of Buddhism; yet 
Vaishnavism was in vogue. 

Vaishnavism, in the South, was of a different variety. Tolkaappiyam, dating atleast to 3 rd 
Century B.C., has a verse: 

"Maayon meya kaadurai ulagamum 
Cheyon meya maivarai ulagamum 
Vendan meya teempunal ulagamum 
Varunan meya perumanal ulagamum' 
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A country was sub-divided on ecological lines. Forest-land (called Mullai or kaadu-urai) 
had Vishnu as the Guardian. Hilly tracts (called Kurinji or maivarai) had Subramania as the 
Guardian. Cultivable flat-land, fertile agrarian land (called Marudam or teempunal) had 
Indra as the Guardian and seashore tracts (called Neidal or perumanal) had Varuna as the 
Guardian. The fifth group was desert land (called Paalai) had Soorya and Bhagavati as 
Guardians. The epic, Silappadigaaram, by llango Adiagal, describes at length, the 
celebration of the Indra - festival at Kaveripoompattinam (now known as Poompuhaar), 
where the Kaveri conjoins the sea. The Silappadigaram has passages on Vishnu, depicted 
as renditions of the Yadava tribe located near Madurai. 

Krishna - worship was quite popular in the South India. The concept of Krishna's consort, 
in South India, was not Rukmini, Sathyabama or Radha - but an ethnic South India girl 
called Pinnai or Nappinnai. The divine-damsel, Andal or Goda-Devi, has made references 
to Nappinnai in her Tiruppaavai:- 




Vishnuchitta has also sung thus. 
"Pinnai manaalanai Pen! kidandaanai'. 

Of course, Vishnuchitta, Parankusha and Parakala have referred to Rukmini, as well. 

The point to be emphasised, at this stage, was that Vaishnavism was indigenous to ancient 
Dravidianism. 

Freedom of philosophic thought and worship was permitted and practiced in days bygone. 
The Chera, Pandya and Pallava dynasties had some kings who were Shaivaite and some 
who were Vaishnavite. 

All major philosophers barring Adi-Shankara, were all oriented towards Vaishnavism, 
despite differences in metaphysical concepts. They were, Ramanuja (1017 - 1137), 
Nimbarka (1217 - 1286), Maadhva (1238 - 1317), Vallabha (1479 - 1532) and Chaityanya 
(1485 - 1533). This fact is inadequately appreciated. 
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The Bhagavata-Purana refers to a special - Gopi liked by Krishna but does not mention 
Radha by name. In North Indian Vaishnavism, we can only find Radha - Krishna - not 
'Rukmini Sathyabaamaabhyaam sahitam Krishnam aashraye". Radha has been referred 
to in the Brahma-Vaivarta Purana and the credit for Radha's attaining such exalted status 
can be ascribed to Vallabha. The Pushti-Marga saints and poets like Soordas, Narayandas 
and Keshavadas spread the Radha-Krishna cult, far and wide. It was taken up later by 
Chaitanya and made famous by Jayadeva, in the Geeta-Govinda. Geeta-Govinda came to 
peninsular India when Krishnadeva of Vijayanagar married a Kalinga Princess and with it 
came, Radha-Krishna worship. The fact of acceptance of Radha-Krishna in South India, by 
the 16 m Century A.D. can be visualised from the Vachana of our Acharya Manavala 
Mahamuni, in a shloka: 

'Radha sangahah nibhata manasah, Rajagopalam ide'. 

Mention has to be made of the saint Narsi-Mehta, of Gujarat, who preceded Vallabha. His 
faith was so firm - when informed of the death of his wife and children by small-pox, it is 
said that his reaction was: "bhaloon thayoon baaki jhanjhaal, sukhi bhajsoon Shri Gopal'. 
"> (Thank God that I have been saved of unknown and residual domestic problems; I can now 

medidate on Shri Gopd at peace). It is Narsi Mehta who gave the humanitarian-stamp on 
Vaishnavism. He was the pioneer in establishing a casteless Vaishnavite cult; perhaps a 
counterpart of Basavanna. Many of you have heard his hymn: 

"Para duhke upakaarkare toye, pan abhimaan na aaye re 
Sakal bk maa sahune vande, ninda na karejeeni re 
Vaach kaach man nischal raakhe, paarjan kaaj na keli re 
Vaishnav jan to tene kahiye, je, peer paraayi jane re'. 

It would be gross negligence if no reference is made to the Vaishnavism of the Madhva- 
Sampradaya. This group flourished from the 13 th to the 18 th Century and held sway over 
South India. We should not forget one of the tributes by Purandara Dasa to 
Madhvacharya: 

'Vaishnava agraganyano, sanchitaagra punyano 

Deva varenyano, deva sharanyano 

Madhva shastrava rachisidano, sad Vaishnavara salehidana 

Udupi Krishnana nilisidano, Shri Purandara Vitthalage daasano 

Entna balavantano, kuntiya sujaatano 

Bharatige kaantano, nithya Shreemanthano'. 

i 
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The Dasa-Koota, or Haridasa Sampradaya's contribution to the integrity and unity of the 
nation cannot be overemphasised. The role of Purandara Dasa requires fundamental 
reassessment - based on the Kamalapur inscriptions and his own compositions. He was 
the Chief of Intelligence of the Vijayanagar empire and the Haridasa movement, under his 
stewardship was the solitary and singular factor that kept the populace alert and united. It 
is established that Purandara Dasa's differences with Achyuta Raya III led to his 
"Praayopavesha' at Hampi on Pausha Amavasya of 1565 A.D. Exactly six months later, on 
Aashada Amavasya, the Bahamani Sultanate conquered the Vijayanagar empire, emerging 
victorious at the battle of Talikota. Anyone who has visited Hampi can appreciate the great 
betrayal. It is indeed, a matter of deep regret, that the Haridasa movement waned out 
about 150 years back and that nowadays we come across only dimunitised remnants. 

The Cholas were staunch Shaivaites and some kings like Prantaka III were fanatics. His 
persecution of Vaishnavites, which led to the exile of Ramanuja, is well known. It is the 
Southern part of Kamataka, the Hoysala domain, that provided shelter and refuge for the 
Vaishnavites-in-exile. Such nobility can never be forgotten; gratitude has to be expressed, 
even nowadays. 

The conversion of Bitti Deva to Vishnuvardhana and the story of the noble queen Shantala 
Devi is a landmark in Vaishnavite history. Vaishnavism is historically associated with 
locations like Salagrama, Satyakala (Sattegal), Tirumukkoodalu Narsipur, Tondannoor and 
Melkote, of this region. 

Ramanuja, our Acharya, must be viewed as the pioneer who gave a firm base to 
Vishishtaadwaita and to Vaishnavism. He was perhaps the brightest star in the Vaishnavite 
firmament Yet, we should not forget the fact that both Vishisthaadwaita and Vaishnavism 
existed before his time. Yamunacharya and Nathamuni were his predecesors. Vishishta- 
Adwaita philosophy dates back to the time of the Bodhyana-Vritti and the Pancharatra 
Agama, famous for the Gnaana_Kaanda. In his commentary, the Bashya on Brahma- 
Sootras, Sankara is critical of the line of thought that was later called as Vishisthaadwaita. 
Ramanyjaacharya, formulared and formalised the Vishisthaadwaita - based Bhakti-Marga, 
incorrectly dubbed as Shri-Vaishnavism. Ramanuja was a noble-soul who did not shirk 
sacrificing himself for the emancipation of humanity. Let us recall his prayer: 

Shrutishirasi videepte Brahmanih Shrinivase 
Bhavatu mama parasmin shemushi bhaktiroopah' 

He prays that all his knowledge be transformed into Bhakti. Similarly, God grant us Grace 
and Faith in Vaishnavism. 



VISHNUCHITTA VAIBHAVA 



In this ephemeral world, nothing remains static, nothing remains stagnant, as stagnancy 
leads to decay and decay, to destruction. Morality, spirituality, humane values and 
adherence to the prescribed path - Dharma change from time to time and follow a 
sinusoidal pattern - which is in this era, is said to be with diminishing amplitudes and longer 
durations. It is not a casual statement that Lord Krishna made in the Bhagwad - Gita: 

"Yada yadahi dharmasya glanirbhavati Bharatha 
Abhyuttaanam adharmasya tad aatmaanaam srujaamyaham" 

In the past, He used to incarnate, take Avataaras, Vibhava Roopas, for the amelioration of 
Dharma. It is said that in the Kali Yuga, there will be no incarnations until the Kalki - 
Avataar. We should cognise the correct interpretation of the words "aatmaanam 
srujaamyaham" - "I cause or create the appearance of an Aatman, a noble soul - who wil 
appear on the earth to uplift Dharma". In Vishishtaadwaitic Vaishnavism, we have twelve 
saints, twelve apostles, who are regarded as incarnations sent by the Lord to uplift Dharma. 
They are called Azhwars. The title "Aazhwar" stems from the word "Aazh" - which means 
deep, implying thereby, that they were persons who had dived deep into the ocean of 
Bhakti and served to emancipate mankind through their thoughts, deeds, actions and 
preachings. These twelve Azhwars were and are regarded as incarnations of Shankha, 
Chakra, Gada, Saamga, Nandaka, Vanamala, Srivalsa, Kausthuba and also as those of 
Nityassoris (everlasting liberated residents of Vaikuntha) like Bhoomi Devi, Vishwaksena, 
Garuda and Kumuda. A noble concept indeed, emphasising the inseparable companions 
or servants also participate in the effort to save Dharma. 

The Azhwars have narrated their spiritual experiences - from simplistic statements to 
hyper-mystical Vmusings. The compendium of their sayings, their songs, comprising of 
four-thousand verses, is called "Naalaayira Divya Prabandha" or the 'Divine Four thousand 
verses". The Ramanuja - Sampradaya accords to the Divya-Prabandha, a status 
comparable with, if not higher than that of the Upanishads and the Bhagavad-Gita. These 
verses also go by the name - "Dramidopanishad" or as the "Dravidian Upanishads". They 
are also regarded as the rendition of Vedas in Tamil - as can be seen from the expression 
- "Vedam Tamizh sheida Maaran". 

As usual, we have been fed with apocryphal incidents, miraculous occurences and 
hyperbolic inaccuracies that thwart an analytical appreciation of the greatness and the 
contribution of these great saints and savants of Vaishnavism. For example, tradition holds 
that the first four of these Azhwars were bom and lived in the Dwapara Yuga - before the 
onset of the Kali Yuga. Almanacs state that the current year is 5102 of the Kali Yuga. This 
implies that these four Azhwars lived 3000 B.C. or earlier. There is a verse by Bhaktisaara. 
the fourth of the Azhwars, with the words: 
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"Ariyaar Shamanar ayartaar Bauddhar 

Shiriyaar Shivappattar cheppil 

Veriyaaya Madhavanai Malavanai Maayavanai etraadaar 

Eenavar aadalaal indru" 

The Jains (Shamanas) do not know, the Buddhists (Bauddhas) do not realise, the petty- 
minded Shaivaites will not state the truth - which is that those who do not sing the Glory of 
Madhava are indeed inferior mortals. How could have Bhaktisaara have used the words 
Bauddha or Shamana, if he lived 3000 B.C. or earlier ? It is quite obvious that the Azhwars 
belonged to the post-Buddha or post-Mahavir period only. This is one of several such 
anachronistic examples. 

The impact of Buddhism to a great extent and that of Jainism to a lesser extent was so 
profound that Hinduism of those days - heavily oriented towards ritualistic observance and 
caste-oriented restrictions, Vamashrama, was virtually wiped off. Seers and saints of the 
post-Buddhist era wanted a more humane, more appealing facade for religion and they 
unhesitatingly opted in favour of Bhakti-Maarga, the path of devotion, which could be easily 
traversed by all faithful, rather than Gnaana-Marga, which was open only to hyper- 
intellectuals. This was the era of spiritual resurrection, an age to reach common-folk. This 
was the mission of the Shaivaite Nayanmaars and Vaishnavite Azhwars - to spread the 
gospels of faith and love, to carry the message that God was not impersonal and to stress 
the fact that liberation was attainable by all living creatures. The Nayanmaars and the 
Azhwars laid the foundation, on which philosophers like Shankara Ramanuja and Madhwa 
built the metaphysical edifices - only whereafter it heralded the renaissance of religion 
called Hinduism. This is the primary point to be appreciated in respect of the contribution 
by the Azhwars. Let us pause to pense on what Manavala Mahamuni has sung, in this 
regard: 

"Azhwaargal vaazhi aruliccheyal vazhr 

Glory be unto the Azhwars and to their graceful utterances. 

Vishnuchitta, also known as Peria Azhwar or Periazhwar, is one of the twelve Azhwars. 
The chronology given in the Guru Parampara lists him as the eighth Azhwar in the 
pantheon of twelve Azhwars. Both Vedanta Desika (in the Prabandhasara) and Manavala 
Mahamuni (in the Upadesharatnamala) agree to the chronology. However, there are some 
historical and etymological inconsistencies - which we shall ignore, for the present and duly 
accept the views given in the Guru Parampara. 
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Villi and Kantha were two brothers, tribal chieftains, living in the Southern tracts of the 
Western Ghats. Villi had a dream, in which Vishnu commanded him to clear the forests at 
the foot-hills and establish a new town. God also indicated the location of a treasure in a 
cave - which was guarded by a tiger. The younger brother, Kantha lost his life in 
accquiring the treasure but Villi overpowered the tiger, obtained the treasure and carried 
out the command of God. The new town established by Villi was named 'Sri Villi Puttur* or 
as Puduvai. He also constructed the temple of Vata-patra-Shayee in the new town, on the 
Northern side. Hence, the presiding Deity of Sri Villiputtur was called Vada-perum-Kovil- 
Udaiyaan or as the Lord of the Northern Temple. An edict found in the side-wall of the 
Chakratazhwar shrine at Srivilliputtur relates to the establishment of the temple and the 
date of construction of the temple works out to 646 A.D. 

ViHi, the Chief, induced Brahmins from Chola Desa to come down and settle in Srivilliputtur 
and some Puras-Shika (fore-lock) Brahmin families did migrate to Srivilliputtur. Srivilliputtur 
prospered and the tribal chieftain accepted the suzeirnity of the Pandya King. Peace and 
prosperity prevailed. 

Mukunda Bhatta was a descendent of one of the families which had settled down at 
Srivilliputtur and he married a lady called Padmavalli. They begot a son who was named 
Vishnuchitta. Vishnuchitta was born on the Ekadashi day of the Shukla Paksha, in Mithuna 
Masa, under the constellation Swati. Since he belonged to the Bhatta family, he was 
known also as Bhattarpiraan. 

The Guru Parampara states that the Pandya King who ruled during Vishnuchitta's time was 
one Sri Vallabha. Pandyan epigraphies and edicts are unclear in respect of this Shri 
Vallabha. Even Vishnuchitta states that the Pandyan King's name of his time was Maaran: 

"Konnavil koorvel konedu Maaran ten koodal kon 
Tennan kondaadum ten Tirumalirumcholai malaiye' 

Maaran is a titular name held by many Pandyan Kings and this data is inadequate to 
identify the ruler. However, we have other clues provided by Vishnuchitta himself: 

"Kurugaada mannaraik koodu kalakki Venkaanidaich 
Chirukaal neriye pokku vikkum chelvan ponmalai" 

This verse relates to the conversion of the Pandya King to Vaishnavism. Another verse of 
Vishnuchitta provides a vital clue : 
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'Mannar maruga maittunan maarkkoru terin mel 
Munnangu nindru mozhai ezhuvittavan malai 
Konnavil koorvel konodu Maaran ten Koodarkkon 
Tennan kondaadum ten Tinjmalirum cholai malaiye" 

The Pandyan prince coveted the hand of princess Bhoo Sundari, a lady of the Ganga 
dynasty. Some North Indian kings opposed this alliance. The Ganga dynasty princes, 
brothers of Bhoo-sundari, supported the alliance and fought along with the Pandya forces 
to defeat the enemies. The support provided by the Ganga princes is referred to by 
Vishnuchitta as "maittunan" or brother-in-law. Scholars and epigraphists have analysed 
inscriptions found at Velvikudi and at Chinnamannoor. The eminent literateur, Shri M. 
Raghava Iyengar, has identified the four Maarans referred to in these enscriptions and 
states that the Ganga dynasty episode relates to Rajasimha alias Nedunchadia Maaran, 
whose period of rulership dates to 830 - 867 A.D. 

Another edict found at Nanguneri states : 

"Paraantakan parama Vaishnavan taan aagi nindrilangu 
manineenmudi nilamannava Neaunchadaiyan" 

that in the seventeenth year of his reign, Nedunchadaiyan was converted to Vaishnavism, 
by Vishnuchitta. So, the conversion of the Pandyan king took place in 847 A.D. 
Vishnuchitta was his contemporary and was middle-aged, by then. Tradition and granthas 
hold that Vishnuchitta was bom in the year Krodhana (of the Prabhavaadi Samvatsara 
scheme) on a Sunday. The details of bith tally when reckoned to the year 785 A.D. 
Nothing certain is known about vlshnuchitta's longevity. However, some incidents from 
extraneous sources indicate that he lived for about 83 years, wherefore, Vlshnuchitta's 
period can be taken as 785 - 868 A.D. 

We shall now delve to the issue of the conversion of the Pandyan king, to Vaishnavism. 
Nedunchadaiya Maaran used to go around the streets of Madurai at night, in disguise. 
Once, he met a saintly person, who told him thus : 

"A wise man gathers the requisites for the night during day, for the four rainy months in the 
eight dry months and saves up the good deeds for after-life during his lifetime so that he 
can later, perceive the Truth". 
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This kindled the curiousity of Maaran. He dedided to hold a symposium of scholars and 
offered a substantial prize to whosoever can establish the Truth, by argument. The temple 
at Sri Villiputtur was to be renovated and funds were required. Vichnuchitta proceeded 
from Srivilliputtur to Madurai, won the contest and the confidence of the Pandyan king and 
donated the proceeds for renovation. 

The shloka customarily rendered prior to recitation of verses rendered by vishnuchitta is: 

"Gurumukham anateedyam prahaveedan asheshan 
Narapati pari kluptum shulkam aadaadu kamaha 
Shwashuvam amara vandyam Ranganaathasya saakshaat 
Dwijakula tilakam tarn Vishnuchittam namami" 

This shloka appears superficially to be funnily worded but has deep import. It means as 
follows: 

This person was one who never learnt the Vedas from a Guru; yet he desired to win the 
debate and accquire the prize offered by the King. He is the father-in-law of Lord 
Ranganatl.a, worhsipped by all celestials. He is the jewel in the race of the twice-born; he 
is Vishnuchitta - whom I salute. It is ridiculous to construe a meaning that one who never 
formally learnt Vedas from a Guru is an adornment amongst Brahmins. The Shloka, in 
adoration of Vishnuchitta, cannot imply inadequacy of knowledge - or bravura to win a 
tough debate. Dwija' means twice bom - meaning both Brahmins and birds. "Dwija-Kula 
Tilaka" means the jewel amongst birds - Garuda Garuda is the embodiment of the Vedas. 
Recall Yamunacharya's expression "Vedaatma Vihageshwara". Garuda, the embodiment 
of Vedas, does not need formal teaching by a Guru. Garuda incarnated as Vishnuchitta - 
hence he needed no formal education of the Vedas. This is the real meaning of the Shloka. 

The Pandyan king was indeed impressed so much by Vishnuchitta, that he organised a 
procession with Vishnuchitta seated on the royal elephant As the procession wound its 
way, Lord Narayana along with Lakshmi, mounted on the Garuda gave Darshan to 
Vishnuchitta, who had faithfully earned out his command and established the supremacy of 
Vishnu. This incident is oalled "Paratva Nimayaa' and is re-enacted annually, at all major 
temples, on Vishnuchitta's birthday. 

Vishnuchitta was so ecstatic that he just grabbed the bells on the royal elephant and 
heralded the presence of the Lord. It is for this reason that icons of Vishnuchitta have a 
pair of bells in the hand. Vishnuchitta was worried lest any evil-eye may full on the Lord. 
Parental instincts motivated him to render a benediction on the Lord, beseeching timeless 
longevity for Lord Narayana: 
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'Pallaandu pallaandu pallaayirattaandu, palakoti nooru 
aayiramum mallaanda tintol Manivamma, un shevadi 
shewi tirukkaappu" 

This group of twelve songs is called "Tiruppallaandu". The "Naalaayira Divya Prabhandha 
comprises of 24 groups, which are classified into four major groups. The first major group 
commences with this Tiruppallaandu". In fact the Naalaayira itself starts with 
Tiruppallaandu. Vaishnavites are advised to render the Tiruppallaandu at the climax of 
daily rituals. The second verse: 

"Adiyomodum ninnodum pirivindri aayiram pallaandu 
Vadivaai nin vala maarbinil vaazhgindra mangaiyum pallaandu" 

is the first indication of Vishishtadwaitic concept - relating to the inseparable and 
everlasting relationship between the Brahman and the Jivan. 

Shaivaite anthology has also a Tiruppallaandu, sung by Sendanaar. The Shaivaite 
Tiruppallaandu was rendered when the cham'ot of Lord Nataraja got bogged down in slush, 
in the streets of Chidambaram. It was rendered as ordained, with the specific purpose of 
lifting the cham'ot from entrapment Vishnuchitta's Tiruppallaandu was a Nishkaama- 
Asheervachana, a selfless composition only in praise of the Lord. Such is the greatness of 
Vishnuchitta's Tiruppallaandu The learned commentator, Shri. Periavaachhan Pillai 
opines that the Tiruppallaandu has the might to present in the hands of the reciting 
devotee, the entire paraloka - saadhana; like the proverbial hasta-aamalaka. 

The second compendium of 473 verses are titled "Periazhwar Tirumozhi" and are verses 
rendered by Vishnuchitta. The famous Tamil poet Kamba, at the commencement of his 
epic, the vernacular Ramayana states: 

Taai tannai ariyaada kandru illai, tan kandrai aayum ariyum". Imagine a scenario where 
there are a thousand calves and one cow only. The cow will only feed its calf. Imagine the 
reverse - where there are a thousand cows and one calf only; the calf will make a bee-line 
straight to its mother. Kamba says that such is the relationship between Baghwan and the 
Bhakta. This natural unsullied maternal instinct is divine, is the most sublime form of 
affection. There were only three devotees who were fortunate to mentally transform 
themselves as the mother and to visualise the Supreme One as their child. They became 
Abhinava-Yashodas. They were Soordas, Purandara Dasa and Vishnuchitta, Needless to 
state that Vishnuchitta was the pioneer, as he preceded the other two. 
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Vishnuchitta narrates the birth of Keshava, Krishna, peculiarly under the Shravana star and 
the celebrations conducted all around. The next set of verses relate to a paadaadi kesha 
description of the child in the cradle. Another set pertains to the rocking of the cradle. We 
have to, at this juncture, cite Purandara Dasa's 

■Shakataari Krishnayya jo ja. pralayadalli Vatapatrashayee jo jo 

Bheeshmaka, Narada deva gandharvaru Dasharatha nandana Ramo jo jo, jo jo endu 

Toogiddale Rangana, Yashode sagaradalli shayanana" 

Though it may not be of much interest to Kannadigas, mention must be made of the fact 
that Vishnuchitta's verses, with this theme, are couched in a very special form of Tamil 
called Pillai-Tamizh. Expressions should be simple and colloquial, words common and the 
presentation should be audio-satisfactory - there should be laalitya in the Kaavya. Also, 
ten stages of growth of the child must be mentioned, with sub-stages. Vishnuchitta dwells 
on the "Ambuli-parva", the stage when the child likes the moon in the sky - and says that 
the moon need not hide behind the clouds out of jealousy. In the "shengeerai-parva", the 
stage when the child attempts to stand up - Vishnuchitta wonders as to why the Creator of 
the Universe has to do so much 'prayaasa". There are verses on the "Shappani-parva" - 
unsteady walk. Then comes the "Accho parva", where the actions of the toddler kindle 'the 
love of the onlooker. We move on to the "Appoochhi Parva' where the child hides himself, 
cannot be found and later appears with a shout 'Poochhi", startling the searcher. 
Compare this with: 

■Kaashi peetambara kaiyali kolalu pooshide Srigandhamayya amma; desha deshada 
pushpa malaye darisida Vasudeva banda kaneerane amma. Amma ! nimma manegalalli 
namma Krishnana kaaneerane, amma, amma". The series of services are then narrated; 
bathing, dressing, bedecking with flowers, braiding hair etc. It would be onerous to go 
through each of these passages. Mention must be made that most of these verses are 
included in the :Nitya-Anusandhana" - verses that must be chanted daily, during pooja to 
the Lord. Vishnuchitta's version is fairly similar to: 

"Gopiya bhaagyavidu, Shripatj naa shishu roopili nalldu iruvudu. 

Kadu muddu Rangana todeye melettuta 
Jadaye henedu hoo mudisi bega 
Bidade muttina sedaraleyanu 
Sadagaridinda alankarisidavu 
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Nitya nirmalanige neera neredu 
Tandetti todeylu ittu mole yutti 
Muttu kottu balu bidandidaadisi 
Arthayindalita toogidalu 

Drishti taakinentu ittu vibhootiya 
Thatteyolu alagaaratigala belegi 
Thattina uppu bevu nivarisi 
Tottilolu ittu taa boogidalu 

Madhava jo Madhusoodhana jo jo 
Yadavaraaya Shri Rangane jo 
Aadi mooruti nanma Purandara Vitthalana 
Aadarindali taa toogidalu." 

The flowers commended by Vishnuchitta for bedecking the Lord are Champaka, Mallika, 
Padiri, Kamala, Punnaga, Kurugatti, iruvaatchi and Karumugai, Purandara Dasa takes a 
divergent view: 

"Kamala mallige jaaji sampige kedige, Vimala ghante pancha vaadyangal ittu, amala 
pancha baksha parama annagal ittu, Kamalanaabhanu Siri Tulasi illada pooje, Ollano Hari 
kollano". 

The Bala-kreedas of Krishna extolled are stealing of butter leading the cows to grazing, 
playing of the flute, upto his lifting the Govardhana Giri to protect his kinsmen. There are 
ten verses dealing with complaints from Gopis, in the same mould like Vaadiraja's 
presentation: 

"Gopi ninna maganu bandu taapisida makkalaro 
Kopisavyaalave neene Bhoopati endu. 
Kandavara maneyolidanu pundatanava maaduvudu 
Makkalembuvanu dindatanava maadidanu 
Arunodayadi banda taruni ninage aliyanenda 
Daralaakshiyara priya Siri Hayavadana banda' 

The most important factor in Vishnu-Chitta Vaibhava is that he was the foster-father of 
Andal or Goda Devi, whom he found in the Nandavana he was tending to. All that we know 
about Vishnuchitta, prior to the debate at the Pandya court was that he was engaged in 
pushpa-kainkarya to Lord Vatapatrashayee, the presiding deity of the 
Srivilliputtur temple. 
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Collating some passages of both Vishnuchitta and Andal, it seems that the discovery of the 
child must have taken place a few years before the Pandyan - Court - incident. Some 
scholars like Prativaadi Bhayankaram Annangaracharya say that the Lord willed and 
enacted the Pandyan-Court story only to reveal the greatness of Vishnuchitta to the world. 
This incident was a forerunner, a catalyst to facilitate further denounments like the Lord's 
marriage with Andal. Further, as a childless middle-aged person, Vishnuchitta may have 
longed for the Lord to appear as his child. Bhagavan did heed Vishnuchitta's wish - but in 
His own way. No mortal can have cent-per-cent fulfillment of wishes. So, the Lord granted 
Vishnuchitta, a baby, who was the incarnation of Bhooma Devi and later Himself became 
Vishnuchitta's son-in-law. This is the inscrutable way of dispensation of justice by the Lord. 

Vishnuchitta, at some stage of his life, perhaps pre-middle-age, had taken a long- 
pilgrimage, including several shrines in North India. His verses refer to 19 Divyadeshas; 
rather, 19 Kshetras are graced by his Mangalaashasana. Two of these nineteen are the 
mythical Ksheerasagara - Tiruppaarkadar and the ultimate destination, Vaikuntha. The 
remaining seventeen are the southernmost Kshetra Tirukkurugudi (Vamana Kshetra), 
Tirukkghoshtiyoor (Ghostipura), Srivilliputtur, Tirumaalirumcholai (Azhagar Kovil), Sri 
Rangam, Tiruvcllarai (Shwetaadri), Tiruppemagar (Koviladi), Tirukkudandai 
(Kumbakonam), Tirukkannapuram (Krishna Mangala), Tiruvenkatam (Tirupati), Ayodhya, 
Devaprayag, Badrinath, Salagrama(in Nepal), Muttra ; Gokula and Dwaraka. 

Some scholars hold the view that Mangalaashasana does not impfy that the singer visited 
the shrines. To counter this preposterous argument we have prof in his verses itself. 
Vishnuchitta says: 

"Kadalinai kalangak kaduttizhi gangaik kandamenum katjnagare" - which means that the 
roaring water of the Ganga at Devaprayag drowns the noise of the ocean. Anyone who 
has been to Devaprayag, wil vouch for this - the noise and the current at the confluence of 
the Alakananda and the Mandakini at Devaprayag. Devaprayag is the last of five Prayagas 
in the Himalayas and it is only after the confluence at Devaprayag does the river get the 
name Ganga' - until then, the names are Alakananda, Bhagirati, Mandakini etc:. In each 
of the eleven verses dedicated to Devaprayag, there is a laudatory reference to Ganga. 
Vishnuchitta calls this Kshetra as "Em Purudottaman irukkai" - the residence of 
Purushottama. The temple found at the Sangam at Devaprayag is that of Maryada 
Purushottama - Shri Rama. How can graphic and factual details (including description of 
adjoining forests) be so perfect, without a visit ? Further, in one verse, he lists out all 
Kshetras he visited, in North India: 
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"Vadadisai Madurai Saligramam Vaikuntam Tuvarai Aycxidhi, idamudai Badari 
idavagayudaiya em Purudottaman irukkai' - this means, in the North, there are the 
Kshetras Muttra, Saligrama, Dwaraks, Ayodhya, Badri, Devaprayag and above all - the 
ultimate Vaikuntha. This is a miniature travelogue. Vishnuchitta, perhaps, was the first of 
the twelve Azhwars to visit Noth Indian centres of pilgrimage. His predecessor Azhwars 
have not sung in praise of the above-cited Kshetras. Thus, he was a pioneer - he fostered 
national integration. The only question that arises is as to how Vishnuchitta did not visit 
any of the twentytwo Kshetras in Tondai Naadu - Pallava Desha, many of 
which were visited by earlier Azhwars. 

The answer, perhaps, is that from Tiruvellarai, Vishnuchitta proceeded via Kongu Naadu - 
Salem and Dharmapuri to go via Chitoor, Chandragiri, to Tirupati. This proposition permits 
speculation that Vishnuchitta could have passed through or passed by the present-day 
location of Kempe Gowda's Benegalu-uru. 

Vishnuchitta was not merely a Bhagawad-Bhakta but was a great Bhagavadha Bhakta too. 
He had great regard, it emerges from his verses, for a pious person called Selva Nambi, 
who was a resident of Ghoshtipura. In one verse, Vishnuchitta says "Naathanai 
Narasinganai navindrettuvaangal azhukkiya paada dhooli paduvadaal iwulagam bhagyam 
sheydade" - this world is blessed by the Pada-Dhooli of Bhagavatas. 

Vishnuchitta was a large hearted, simple devotee, who had a pholosophicaJ bent of mind 
but he did not practice or preach mysticism. One of his concluding verses does deserve 
special reference: 

■Panikkadalil pallikolaip pazhagavittu, odi vandu en manak kadalul vaazha valla maaya 
manaala Nambi, tanikkadale, tanicchhudare, tanryulage endrendru-unakku idamaai irukka, 
ennai unakkurittu aakkinaye !". This means - Oh God, you are omnipresent, you pervade 
the entire Universe; you have a separate ocean as your resting place (Ksheerasagara), you 
have a separate world to reside (Vaikuntha), you have a separate plane to show your 
dazzling efflugence (Soorya Mandala) - yet, you chose to come and stay in the ocean of 
my heart and to grace me L Whan the Lord resides in one's heart, ego vanishes and self- 
realisation is attained. Compare this with: 

uiage nooai nimma noKKuva raraDnrama 
Aliya beko hemrna, tiliya beko Dharma 
Iko nanma Swami, jagad Antaryaami'. 
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Vishnuchitta was conferred the title "Periazhwar" "Dodda Azhwaru' subsequently, by 
Bhaktas. He was not the earliest Azhwar; nor is his output the biggest His outpourings 

were personalised - there was no impersonal mysticism, normally expected of Yogis. Ho 
did not perform many miracles. He was content with the Nandavana Kainkarya Why did 
ho get the title "Periazhwar". 

(1) His service, Nandavana Kainkarya, was without any motive, it was Nishkaama 
Karma. So, he can be regarded as a Karma-Yogi. 

(2) Even at the nighest moment of glory, when the Pandya king paraded him on the 
royal elephant his thoughts were directed towards the Lord on'y. as he sang the 
Tiruppailandu". This shows that he was totally devoid of Ahamkara and that he 
had sunendered himself to the Lord. He was a perfect Prapanna-Jana. 

(3) His heart can be called Nirmaia- Hrudaya. His affection, Vaatsalys, towards the 
Lord was unsullied, unadulterated. His Ehagavad-Anubhava through Vaatsalya 
was full and finite, was Poomaanubhava. No other Azhwar was able to perceive 
the Lord in such a manner. 

(4) He was the foster-father of another person who herself is regarded as an Azhwar 
His foster daughter, Andal, got married to Ranganatha. So, he is considered by 
Pamaraas as the father-in-law of Ranganatha. 

(5) Above all, his Paratva-Nimaya was perfect and complete. His faith in the 
supremacy of Vishnu was firm and unshakable : 

"Aagama nigama puraanagalellavu 
Yogi janagala pogalutire 
Naaga shayana bhogi bhushana vandita 
Bhagavataara priya, Purandara Vitthala 
Hariye sarvottama, Hariye paradevate 
Hari sarva Vishwa mayam jagat* 

Hence, he does deserve, in every manner, the Upaadhi, the title "Periazhwar* - as 
confirmed by Manavala Mahamuni in the Upadesharatnamala. 



This, ladies and gentlemen, is Vishnuchitta Vaibhava. 
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ApparorTinjnavukkarasar, sang Tandagams in praise of Shiva in the Tiruttandagam-. which is a gem in 
the necklace of Shaivrte sacred hymnal literature, in Tamil. Tandagam is a sophisticated form of poetry 
and has two forms. The smaller form called "Kuruntandagam" is made up of verses with four lines each 
wthan Akshara count of 16 per line. Praasa norms have to be observed. The bigger form called 
Neduntaandagam" is composed of verses with eight lines each and a minimum Akshara count of 26 per 
line, with similar Praasa conditions. The smaller Taandagam is like a Chatushpadi and the bigger like 
the Ashtapadi. Paraankusha (Nammazhwar) Parakala and Bhakfeaara were the literateurs - devotees 
amongst the Azhwars and it is their output that matches, work-to-work, the renditions and creations of 
the Sharvaite saints. The Tiruneduntaandagam of Tirumangai Azhwar matches the Tiruttaandaoam of 
Tiruvanukkarasu. Hence, the importance. ^noagam 

It is said that while at Sri Rangam. Tirumangai Azhwar. rendered this composition during -Ekaanta" 
before Lord Ranganatha. who was so emotionally moved and pleased that he granted Azhwar any boon 
that he desired for. Tirumangai Azhwar sought permission to bring the idol of Nammazhwar from 
Azhwar Tirunagari to Sri Rangam and to conduct a twenty day festival when the Vedas and the 
Prabandhas of his predecessor Azhwars could be rendered, which boon, was duty granted If this 
masterpiece, could emotionally stir Lord Ranganatha, it will have an impact on mortals who venture to 
understand. 

In all Vaishnavite temples, even today, the twenty-one day Adhyayana Utsava starts with the recitation of 
the Tiruneduntaandagam on the Amavaasya day preceding Vaikuntha Ekaadashi. Such is the 
importance of this work. 

The immanence, presence, of the Superhuman Power can be experienced - not seen. Recall the Vedic 
chant 'Neelato yada madhyasta vidhyullekha iva bhaasura; neevara shookavattanvi peeta 
bassyatyanoopama tasyaah shikaayaah madhye Paramaatmaa vyavasthitaha". When we see a stroke 
of lighting, we undergo intense experience; yet we are unable to discern the points of start or end of the 
lightning. Experience of the Paramatma is similar. It is this imagery, this example, that is found at the 
commencement of the Tiruneduntaandagam - "Mnnuruvai munnuruvil vedam naangai". One lamp one 
deepa can be the source of luminescence for many other lamps that are subsequently lit Similarly, 
Paramatma - that is knowledge personified, Gnaanamaya, is the primary lamp of knowledge that fit 
countless lamps. Parakala, by implication refers to the Upanishadic dictum: 

"Yad aatma tatvai natu brahma tattvam. deepopaham aneka yukttah prapashyet - Aiam Dhruvam sarva 
tattvaSi vishuddham; gnaatir Devaihi muchyate sarva paashow" 

Parakala calls the Supreme One as "Vilakkoir, as "Deepa-prakasha-. Lest we mistakenly interpret this 
example as multiplicity, as dualism, as Vyashti - Parakala clarifies forthwith Tannuruvai ennuruvil nindra 
endaf - He who metamorphosised to the extent of appearing in my form - meaning thereby that He 
dwefls in me. He i3 the Hamsa, the royal swan at the centre of the city with nine entrances - 'Nava 
dwaare pure dehi hamse lolayate safj" (Kathopanishad). Parakala's wording is so subtte that the 
passage can be construed as superimposition of the Supreme form on me - paving the way for the 
redoubtable Sharcerika Mimaamsa concept of Ramanuja. the kerb-stone of vishishtaadwaita. The 
Supreme One is "pirappiir, without birth and there is no question of Its deaths 'irappadarke onnadu" - it 
is Aadwnadhya-anta rahita. The relationsfip between the Panchabhoota and the Lord is that akin to the 
relationship between beads and a thread of gold - "ponnuruvaai mani uruvil bbootam aindaar. The 
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Lord is without peer, without comparison, without equal, like "Sadeva somyedamidamagra a seed ekam 
eva adwiteeyaam". This reminds us of. 

I muddu, i mukhavu, i tanuvina kaanti 
I baana, i bitlu, i bhaava, i neeti 
I damma, i Seete, i panda, i bhaagya 
Yaava Devarige untu, mooru jagadolage 

and also of 

Avanige rva Rama, ivanige ava Rama 
Avaniyolu bere roopa unthe 
Lavamaaraddi asura janarella 
Avaravar hodedaadi hataraagi hodaru 

The Lord our God, is omnipresent - he manifests "Paar" (Earth). Neer (Water), Eri (heat), kaal (wind) 
and Vishumbu (Space) - the Panchabhootas. He is the essence of all spiritual faith and thought - he 
appears a3 divergent religions - "Pal veru shamayamumai parandu" - expanded into multiple forms and 
concepts. He appeared before us in three forms - one with a golden colour (Brahma), one with the 
colour of fire (Shiva) and one with the colour of the dark sea (Vishnu). Focus your faith on Him and Him 
alone - what is the need to tread ancillary and long-winding paths ? 

Bedida varagala koduvalu taayi 
Brahmana raani noduvanu 
Aaduta paaduta eruta Basavana 
Aanandadali nalidaaduvana 
Shikarava kandenu Purandara Vitthala 
Hari Narayana dhyaanadali. 

The great Vishnu, "Nedu Maal' is "Sheyan" - one who has unlimited Shreyas, one with endless fame. 
Each name is reflective of some divine attnbute - *Yaani naamaani gownaani vikhyaataani 
mahaatmanah". Even Adi Shankara said 'A8sya jaananto chid viktana mahatte Vishnoh sumatim 
bhajamahe". Yet, none can understand Him completely. None can expatiate exhaustively or write 
thoroughly about him - "Katturaiye yaar oruvar kangirppaare T. If we wish to contemplate on Him, let us 
start with one attribute of His, says Parakala. He is Tiruvadivu" - the abode of Tiru, Lakshmi. This is 
the recommended trait for dhyaana. 

Smarane kaayofa Prahlaadana rakshtsidda 
Durula Hiranyanu karaluseelida 
Shreesha Purandara Vitthala raayana 
Srushtikodeyana mutti bhajisini 
Hari smarane maado nirantara 
Paragatike kJu nkdhaara 
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He is the doyen amongdt celestials - the Devaraaja - the Lord of Indra and Brahma. Like the creative 
aspect the hymn of cosmic creation - "Purushassokta", where it is said Taado asya vishwaa bhootaani, 
tnpaadasya amrutam divi" - that what we can perceive is only a fourth of what was created - the other 
three parts are in eternity - we can see only a fraction of His Glory. "Yata vaacho nrvartante, appraapya 
manasaah saha' - words do not reach Him and perhaps his full form is beyond the thought process. To 
simplify matters for us, He bacame the sound that is audiable - both as Tamil and as Sanskrit 
'sentiratta Tamtzh osai vadashoHaagi". This primordial divine audio - manifestation is capsulated in the 
Mantra A mantra is that which uplifts your mind - "Manasaa traayati iti mantraha". Say you chosen 
Mantra and you will get to see Him - "mantirartaal maravaadu endrum vaazhudiyel vaazhaJaam mada 
nenjame", says Parakala: 

Sakala vedagalige saaraventoha mantra 
Mukti maargake mcola mantra 
Bhakuti rasake omme battatoruva mantra 
Sukha nidhi Purandara Vitthalana maha mantra. 

His cosmic formis not beyond perception. It can be seen by Yogis and Gnaanis. His Vyugha form can 
be seen with lesser effort. His Avataras are cognisable easily. Even that effort is not required. For the 
sake of His devotees, He has come down to the earth and has taken the simple Arccha form, as a 
Moorti, in locations or towns of His choice - Taan uganda ureilam tan taal paadi'. For the Bhakta, He 
has descended to the earth, like 'Shri Vaikuntha viraktaaya, Swami Pushkarani tate*. ParakaJa suggests 
start with this simple prescription, with the potential of progressive upward movement 

Alagiri indali banda, Swami Anjanagiriyali ninda 
Kote doodutdhavaniyadu Chenda 
Namma Kundalaraaya Mukunda 
Tirupati Venkataramana 
Ninagetake baaradu karuna. 

Tmjmangai Azhwar is undoubtedly, the widest travelled amongst the Azhwars. He has sung in praise of 
86 of the 108 hoty shrines, Divya Deshas. Starting from TiruppiritJ in the Himalayas he has traversed 
right upto Tirukkurungudi in the South. It would be of interest to note that Kshetras which did not receive 
his praise are two in Chola Desha, ten in Pandya Desha, nine in Kerala and one in North India. Temples 
in Pandya and Kerala territories received more attendtjon from Nammazhwar, which is to be noted. 

Mumukshatwa is the desire, the craving for union that the Jeevatma has. in its pursuit for Itoeration. 
Recitation or chanting leads to concentration, partial perception. This blossoms into single-mindedness 
and later manifests as love. Such love is absolutely spiritual and not carnal. Tirumangai Azhwar now 
appears as a damsel, as Parakala Nayaki - who abandons her parents and leaves in search of her 
beloved Lord. Parakala Nayaki's mother laments the departure of her daughter. She used to wear only 
sifken raiments here and she has now opted for sack cloth. She was fed on delicacies only here - she 
has decided to go and seek alms. She has to now subsist on tasteless fare and coarse grains : 
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Shri Ramana sadaa smarisuvaraagi 

Guruvina bahorantavaraagi 

Karakare samsara neeguvaraagi 

Purandara Vitthalana Seviparaagi 

Raagi tandira, bhihshake raagi tandira 

Yogyaraagi bhogyaraagi bhaagyavantaraagi neevu. 

Most of these verses are oriented to the Bhooloka-Vaikuntha, Sri Rangam. The Nayaki's mother wails 
that her daughter asks passers-by the way to Sri Rangam. The Nayaki's mental state is such that ail that 
she can think of is 'Padumanaabhana paada paduma madhupavemba madhukaravritti - adu 
baluchennadu*. 

The mother of the Nayaki narrates a parable, a story. The Nayaki once bought a talking-parrot, which 
unusually remained silent for a long time. No inducement could make the parrot talk. Surprisingly, one 
day, as the Nayaki started chanting Hari's name, the parrot joined in and started talking. Enquiries were 
made and it cam to light that the parrot lived in a house of a Bhakta in a suburb of Kanchipura and that it 
was accustomed only to chanting the Lord's names. The Nayaki was envious of the parrot but felt proud 
of this prized possession. The Nayaki said : 

"Valartadanaal payam petren varuga endru 
madakkiliyai kai kooppi vananginaale" - 

it is indeed my fortune to have brought you up, Oh lovely parrot ! I pay my respects to you, for thou art 
more noble than I. Have circumstances changed so drastically that my daughter has forgotten even this 
pet-parrot ? So wails the Mother. It would be apt. at this juncture, to cite a passage of Purandara Dasa's 
composition: 

"Eshtu varnisali naa i muddu araginiya 
hotteyolagirelujagavanimbittu 
Srishtisha Purandara Vitthalana nene nenedu 
Mutti bhajisuvadu neevi muddu araginiya 
Hari namadaraginiyu haarutjde jagadi 
Parama bhaagavataru baleya bisuvaru". 

Continuing in a similar vein, we come across a verse where the beauty of the Lord has been described in 
a delectable manner. The Lord is dark-hued. He is "Kaarvannan". However his eyes, mouth, palms and 
test are like a lotus - "Konnum vaayum kaittalamum adi inaiyum kamalavannam". Many will recall the 
shtoka 'Karaaravindena. padaaravindam. mukhaaravinde vinrveshayantam". Muttuswami Dikshitar, the 
n^ter-composer capsulated this concept into one word - padanayanaanakaranalina. The Mother of the 
Nayaki mentions the single-minded determination of her daughter to reach •Emberuman Tiruvarangam", 
Lord's Sri Rangam and in fact grudgingly acknowledges the steadfastness of her mind - 'iduvandro 
rmaivazhindaar nirkuvaare:. 
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The Lord relents a bit on seeing the Nayaki's plight He makes a brief appearance before her 
Bewitched by His beauty, His resplendent countenance, the Nayaki had a glimpse of His face, his locks, 
his shoulder but bowed her head down out of natural reserve and timidness. She managed to see His 
feet Doubts came to her mind as to whether the Person who appeared before her - "en munne 
nindraar" was her Lord or some other celestial Deity. Ere her doubts were removed, He vanished. She 
repents for her vacillation, her indecision - "awannam avar nilaimai kandum tozhi, avarai naam Devar 
endru anpnome*. She tells her companion, her Sakhi, that her heart went into deep anguish and that she 
wished to cry out something like "Pogaadu irelo Ranga" - "Pultoorum kalva nee pogel". Faith has to be 
absolute, everlasting, implicit, open and unshakable. The slightest deficiency on any of these grounds 
will result only in failure; will never lead to success. 

Contact had to be established with her Lord - but where is He ? She beseeches birds, bees, insects to 
•eveal unot her if they chanced to see her Lord. At this juncture, it would be appropirate to cite a 
VachanaofAkkaMahadevi: 

"Chilipili endu oduva giligalire - neevu kaanire, neevu kaanire 
Saravetti paaduva kogilegalire - neevu kaanire, neevu kaanire 
Eragi bandaaduva tumbigalira - neevu kaanire, neevu kaanire 
Kola natadiyolu aaduva hamsagaJira - neevu kaanire. neevu kaanire 
Girigahvaradolagsaduva navilugalira - neevu kaanire. neevu kaanire 
Channamallikaarjuna nellihanendu ballade - neevu helire. neevu helire 

The Nayaki's Vipralamba Shringara is so agonising that she appears agitated; again to quote Akka 
Mahadevi. 'Kalavalada mana tale ketegadudawa' - like a tax-collector knocking door to door. Disclosing 
the Ktentrty of her Lord, the Nayaki sends a direct emissary - a bee. The Braamara Sandesha was a 
failure; the bee never returned nor did the Lord appear. The Nayaki did analytical introspection and 
realised that it wa3 her arrogance and intemperate nature that led her to do the unwarranted "Mada!* 
ritual and to the consequent failure. Even when in exile, when on pilgrimage, she felt no repentance and 
instead, heaped abuses on her Lord. The fault she realised, lay with her 

Desha desha tiruginaanu, aashaa baddhanaade Swaami 
Daasanu naanallave, Jagadeesha Shreesha Srinivasa 
Kandu janaga kelo, enna antarangadaaseyannu 
Antaramillade paalisu. Shrikaantha Purandara Vitthala 

Parakala Nayaki repents sincerely for her inadequacies and lapses and realises that sincerity in thouqht 
is by gar superior to long-winded pilgrimage : 

"Sakala teeriha yabtraya maadidanta, nikhala punyada phalavu 

Bhakuti poorvakavaagi bkJadany dinadalli, prakata Purandara Vitthalana naamada 

Smaraneonesaalade'. 

The Nayaki surrenders herself, body and soul, to the Lord - performs Saranaagati. Thereafter, a stork, a 
Baka. is sent as the second emissary - with the message that the Nayaki will patiently wait for His 
coming and that her faith will remain unshakable. The message is both positive and optimistic, centered 
around the supposition that the Lord will never let down a devotee who has surrendered unto Him (like 
Vfcheeshana). Indeed, is not the Lord, a Bhaktavatsala ? 



'Bhaktavatsalanemba bffudu bekave 

Yuktlyafi ninnanta Devara naa kaane 

Mukteesha Purandara Vrtthala Pandhariraaya 

Muyyake muyyi teerittu. Jagadayya Vijaya sahaaya Pandhariraaya*. 

In contrast, Meerabai struck a highly pessimistic note, under a similar situation: 

(mem to) agar chandan ki chitaa sajaoon 

Apne haat jaiaa jaa Jogi. 

Bhayi bhasam raakh ki dheri 

Apne angtegaa jaa Jogi 

Meera ren Prabhu Girdhar Naagar 

Jot mein jot mitea jaa Jogi 

Mat jaa, mat jaa. mat jaa. jogi". 

Moved by compassion, the Lord appears and beckons the Nayaki. As the Nayaki Tirumangai Azhwar 
leaves no doubt and states that the Lord did embrace her. She expresses her umbounded joy However 
at the concision. Azhwar clarifies that the entire episode is allegorical - how can there ever be any" 
separation ? Hinting that the Jeevaatma is forever associated with the Paramaatma, Tirumangai Azhwar 
declares that he obtained Divine Grace, without which liberation is impossible. Azhwar exclaims that 
"Nediyonai adi naayen ninaittittene' - a vile dog like me thought of His inestimable Person and He still 
granted me Grace !. In the very first verse. Azhwar mentions that the feet of the Lord are forever on his 
head and that beta protected. No ill will befall anyone protected by the Lord, is the concluding statement 
of Tirumangai Azhwar. in the Tiruneduntaandagam. Kabir has said, in similar fashion : 

•Jaako raakhai Saayryaan, mari sakai nahin koi. 
BaaJ na baanka kari sakai. jo jag vairee hoT. 

Uterateurs and scholars of the Tamil language rate Tirumangai Azhwar as a prodigies poet, capable of 
several types of cornpositjons Tirumangai Azhwar was conferred the titte *Naalu Kavip perumaar*. 

There la scant realisation in respect of the services rendered by Tirumangai Azhwar. He had a running 
feud with Buddhists and overcame them by argument, on many occassions. He stealthily removed gold 
nr*tom the Buddhist monastery at Nagapattinam and melted them to meet the renovation expenses of 
toe Sn Rangam temple. Very few are aware of the fact that one of the perambulatory passages 
Praakaara. of the Sri Rangam temple is named "Aalinaadan Chutru" after Tirumangai Azhwar. He was 
in early days, a petty chieftain under the Chola king, in charge of a territory called "Aali Naadu" (stretch 
east of Seerkazhi running southwards upto Poompuhaar). His infatuation for a woman called 
Kumudavalfi had set a precondition that he should feed 1008 Vaishnavites daily. Misappropriating 
exchequer finances for this purpose, he suffered imprisonment (later in similar manner by Bhadrachala 
Ramdas). On becoming bankrupt, he took to thieving. His four assistants had funny names - Taatoodi 
(one who would blow away locks). Neermel nadappaan (one who could walk on water) Nizhalmidippaan 
(one who ooud stamp shadows). Purampukjuvan (one who can move sidewards). In Vaishnava 
ranbnaasha. thieving is called as Tirumangai Azhwar kainkaryam'. Lord Narayana decided to save 
Tffumangai Azhwar and conducted a mock-wedding and a fake ■encounter-; the Lord whispored the 
Asntaakshan Mantra into Parakala's ears and reformed him. 




This incident continues to be refracted even/ year, at Tirunagari, the native ptece of Tirumangai 
Azhwar, during the annual festival. It is scheduled for the 5»> of April, this year. 

It is a matter of regret the! not much tangible evidence is available, in respect of this apostle. There is a 
reference to the Pallava king Parameshwara Varma, by Tirumangai Azhwar. which means that he was at 
best, a contemporary a Parameshwara Varma or that he lived after his time. Tirumangai Azhwar has 
visited the temple at Tiruvallikkeni. which was built by the Padavas in the 7» Century A D - inscriptions 
on the temple waHs prove this. There is no concrete evidence on the date of renovation of the Sri 
Rangam temple; however, indirect references found near the Venugopala / AndaJ shrines of the Sri 
R&igam temple in Vijayanagar-era edicts, lead to an inference that renovation took place somewhere 
around 830 A D. An inscription found at Rettai Tirupati, known earlier as TolaiviDimangalam, dating to 
844 A D shows that the idol of Nammazhwar used to stop over there, in the Tamil month of Maashi, 
when returning from Sri Rangam after the Adhyayana Utsava. Tirumangai Azhwar should have been 
alive, then. Hence, the era of Tirumangai Azhwar should have been the first part of the 9 h Century A D 
extending to the latter half of the same century. 

It is well established that towards the end of the 9" Century, social disintegration and political instability 
clouded peninsular India. The old hegemony faded out, being substituted by deficient and weak 
functionaries. The same fate overtook Shri-Vaishnavism. Tirumangai Azhwar is thus rated as the last of 
the Azhwars. Mere chronological seniority is not everything. Tirumangai Azhwar has a special niche in 
the Shri-Vaishnavite pantheon. Manavala Mahamuni's verse on Tirunagari is well known, where he 
says, "Is this not the place where Kaliyan (Tirumangai Azhwar) literally showed the spear and plucked 
the Ashtaakshari from the Lord" - "Ettezhuttu paritta idam'. Disciples of Vedanta Desika, praise their 
Acharya as "Kaliyan urai kudikonda karuttudaryon' - one who bears in mind, the words of Tirumangai 
Azhwar. Seldom do we see a saint with such a chequered career. Tirumangai Azhwar was a chieftain, 
administrator, marauder, robber, social-worker, spiritualist, linguist poet, a widely-travelled person 
warrior with guts, pragmatist and so on. all rolled into one. The quality of his compositions is so great." 
that it is said "Nenjugku irul kedi deepam. adangaa nedum piravi nanjugku nal amudam, Tamizha 
namnoot turai anjukku aarana saaram. para shamaya panjukku analin port, Parakalan panuvalgale - - 
meaning Parakala's pronouncements are like a lamp that dispels the darkness of ignorance, nectar to the 
poison of endless births and deaths, the essence of the Vedas and like fire to the cotton called other 
refigtons. Saintliness is seen in him, in tandem with valour. Hence, some icons of Parakala hold the 
spear and shield - instead of the customary "Anjair oriented pose. He was the last beacon the test ray 
before spiritual darkness set in for some time - which was later dispelled only by the advent of the 
Bhaskara called Ramanuja. We should pay sincere tribute to Tirumangai Azhwar : 

"KaJayaami kalidhwamsam kavin loka Diwakaram 
Yasyakopih prakaashopi aaoidyam nihatam tamaha'. 



&&&&& 



MYSTICISM OF MAARAN 

The current era, Kali Kala, is much maligned - as it is the period when righteousness, Dharma, is at its 
lowest ebb. Devoid of observance of prescribed regulations, social order is said to be topsy-turvy : 

'Hari smarane maaduvage kshayavaaguva Kaala 
Panama paapigalige subheeksha kaala 
Sthiravaada pativrateye pararu nindipa kaala 
Dharayarige jaaregala kondaaduva kaala. 

Upakaaramaadidare apakarisuva kaala 
Sakalavanu tilidavage durbheekshe kaala 
Pati sutaru embuvara namb8lariyada kaala 
Satayallavide bahu vipareeta kaala. 

Dharmamaaduvage nirmoolamaaguva kaala 
Karma paatakarige bahu sowkhya kaala 
Nirmalaatmaka Siri Purandara Vitthalana 
Marmaaoiu rnajisatayanaa Kaaiavaiyya 

Satyavandarigidu kaalavalla 
Dushtajanarigu subheekshe kaala'. 

This is one side of the coin, a pessimistic analysis. There is ground for optimism, if you look at the other 
side, as stated in Chapter 12, Discourse 3, Verses 51 and 52, of Shrimad Bhaagavata : 

Kaiiraosna nicne Kajan asnni eKO manaan gunana 
Keertanaa Deva Krishnasya mukta sangah param vrajet 
Krite yad dhyaayato Vishnum, Tretaayaam yajato makhaihi 
Dwaapare paricharyaayaam kalow tadwari keertanar. 

The singular merit of the Kali period, which is the storehouse (Nidhi) of all evil, is that one secures 
release from ail attachments merely by chanting the names and glories of Krishna and attains the 
Supreme - which facility was not available in earlier eras; in the Krita period one had to resort to absolute 
contemplation; in the Treta period one had to perform sacrifices and in the Dwapara period one had to 
aaopr memoas or lormai worsnip. 

The recommended means of liberation in the current era is the chanting of the Lord's name, devotion to 
the Lord. Shrimad Bhagavata had predicted the scenario which would be in vogue in the Kali period, in 
Chapter 1 1 . Discourse 3, Verses 38 - 40. 

fvnraaaisnu prajaa rajan ftaiaa viccnanu samonavam 
Kalow khalu bhavishyanti Naaraayana paraayanaaha 
Kwachit Kwachit Mahaaraja Dravideeshu cha bhoorishaha 
Tamrapami nadi yatra Kritamaala, Payaswini 
Kaaveri cha mahaapunya prateechi cha Mahaanadi" 



no 
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Oh king ! even those who lived in the earlier eras, seek rebirth in the KaJi period. In the Kali era you will 
find only a limited number of devotees of Narayana. whose numbers will however be large in the 
Drayida temtory. They will be found on the banks of the rivers Tamrapami. the Kritamala the Pavaswini 
(PaJar), the vary sacred Kaveri and to the west, on the banks of the Mahaanadi (Periyar) 

Maaran, undoubtedly is the greatest Hari-Bhakta who was bom on the banks of the Tamrapami at 
2£HK r !Sf ned n J SH U L ~ TirUna9ari ' after his advent Km *** to a " area 

S V St?f was ""H of ** Velaala 03816 n *" a part of Pandy. 

Desha and the chieftains were subservient to the Pandyan king. Tirukkurugoor was founded by a 
Chieftain called Kuruganaar. named so. for his short physical stature. Inscriptions, epigraphs and folk- 
tales dearly give .the -lineage of the Vazhudi Nadu Chieftains. The sixth generation after the founder had 
a chKritan calted Chakrapani. who is credited with having subjugated a brigand called Dundumaara 
Seven generabons preceding Maaran. our subject, are precisely defined. 

CHAKRAPANI 



ACCHUTAMAARAN 

V I 

SENTAAMARAIKKANNAR 

I 

SENKANNAR 
I 

PORKAARI MAARAAR 
I 

KAARI 

I 

MAARAN SADAGOPAN 

Kaari-ma-ried a lady from Tiruvanparisaaram near Nagercoil and the couple were childless for a long 
time. Lord, Vtahnu. Nambi of the hallowed temple of Tirukkurungudi blessed the couple and indicated 
that they would beget a son who would be a divine incarnation. Maaran was born to Ws couple. 

A Sanskrit Shloka on his birth is as follows : 

"Vaishaaketu Vishaakaayaam Kurugaapuri Kaarijam 
Paandyadeshe Kakx aadow Shataarim Sainayabham bhaje' 

^!h^ b0m o ,ik !. BU S dha ' ° n ^ full moon day of the month of Vaishaka. under the constellation 
Vshakha, n Pandya Desha, as the incarnation of Vishwaksena - as 'Sainyabha- Shatha' is a wind 
that gets into the human respiratory system and causes Avkfya. ignorance. On birth this child refused to 

™!** and CJS?^ attaCked by Shata - Henc8 ' *» 03018 Shatha * Kopa = 

Shathakopa which is corrupted into Sadagopa. 
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As usual, fables and tales emerge from this incident. This child is said to have done penance 
continuously for sixteen years without any sustenance by way of food or water, sitting under a tamarind 
tree ! The word "Kalor aadow" is also misinterpreted as "early in Kali era" to such an extent to say that 
Maaran was bom on the fortythird day of the Kali era and regretted missing thf> presence of Lord Krishna 
on this earth by three days. This implies that Maaran's period dates back by 5100 years - to Ca.3000 
B.C. This pre-supposition is ridiculous as Maaran, in his compositions, has referred to Buddhism and 
Jainism : 

"Ihingittitta puraanattheerum Shamanarum Shakkiyarum 
Valindu vaadam seiveerum matrum num Deivamum aag; nindran" 

Unlike the observation made by Bhaktisaara, quoted on an earlier occasion, Maaran is by far secular and 
tolerant - as can be seen from his statement that the Shaivaites, Jains, Buddhists and Vaishnavas all 
refer to a common God. Further, historical evidence relating to Vazhudi Nadu shows that the Velaala 
Chieftains ruled from the 6* Century A D for about two hundred years. As a tenth generation progeny, 
from the founder, Maaran must have been born in the 8" Century. Tradition holds that Maaran was bom 
in the year "Pramaadi". In the pantheon of Azhwar-saints, he is, in chronological sequence, the sixth 
Azhwar. He is said to have been bom on a Friday. These factors tally to the year 739 A.D. There is no 
dispute over the fact that he lived, like Jesus and Adi Shankara. for 32 years only. Hence, the logical 
inference would be to construe Maaran's period as 739 - 771 A D. 

In his compositions, Maaran has used the names Maaran Shatakopan (Sadagopan) and Kurugoor 
Shathakopan. It would be appropriate to disclose, at this stage, that Maaran is none else other than 
"Nammazhwar", who is highly venerated. Manavala Mahamuni ascribes the greatness of Shri 
Vaishnavism to the presence of "Namperumal, Nammazhwar, Nanjeeyar and Nampillai - enbavar awar 
avar tarn etradalaal". In this cult Maaran or Nammazhwar is second only to the Lord of Sri Ranga - The 
bhooloka vaikuntha - Namperumal - such is his greatness ! 

Nammazhwar's contribution to the sacred - four - thousand "Naalaayira Divya Prabandha" is 1296 
hymns out of 4000 hymns - accounting for nearly one-third of the compendium. Quantity apart, the 
quality factor also veers towards Nammazhwar. The maximum output and the highest quality are 
credited to Maaran - Nammazhwar. 

There is a parable relating to Agastya and Vishwakarma having mutually cursed each other. Agastya 
cursed Vishwakarma for having been denied an apportunity to witness Shiva's wedding with Parvati. 
Vishwakarma cursed that the language fostered by Agastya - Tamil - will never have the sanctity of the 
Vedas. Even today, scholars distinguish between classic and vernacular literature. When Agastya 
prayed to Vishnu for mitigation of Vishwakarma's curse, the Lord said that there will come a day. when 
the Vedas would be rendered in Tamil, after which only, it will attain equal status with the Devabhasha, 
Sanskrit. Manavala Mahamuni extolls the birth day of Nammazhwar as : "Eraar Vaikashi Vishaakattin 
etrattaip paaror ariyap pagargindren - sheeraarum vedam Tamizh sheida meiyyan ezhi Kurugai 
Naathan avataritta naaT - the day the seer of Kurugoor, who rendered the Vedas in Tamil, was bom. If 
TutekJas, Potana, Ranganatha, Kamba, Vemana and Ezhuttachhan be glorified for their vernacular 
versions of Itihaasaas and Puraanaas, should not Nammazhwar be praised for translating the Vedas ? 



His output is categorised under four titles - Tiruviruttam (essence of Rig Veda), Tiruvaashiriyam 
(essence of Yajur Veda). Peria Tiruvantaadi (essence of Atharvana Veda) and Tiruvaimozhi (essence of 
Saama Veda). 

Hindu philosophy and metaphysics admits three forms of propositions; propositions based on Pratyaksha 
losienscie ana odvkxjs eviaence;, inose Dasea on rramaana (textual prooi including me vedas and the 
Upanishads) and those based on Anumaana - intutive propositions. Nammazhwar has relied heavily on 
Pramaana and Anumaana. His intutive statements are based on his spiritual experience and there is a 
lot of mysticism in it He analyses each proposition pronounced and adduces in a convincing manner, 
tne Dasrs tot nis propositions, nence, no wotks, ratner, me mysuc content in nis worxs merit an in-deptn 
study. Hence, this paper. 

Tiruvaimozhi can be called his magnum-opus, comprising of 1102 verses. At the outset itself, he 
ventures into Aatma-Bhodhana, self-preaching on the immanence of the Superhuman Power. Who is 
That that is omnipresent amongst the Pancha-Bhootas, the five elements-earth, water, heat, air and 
space ?; Who is that who heads the Celestials ?; Who is that who grants liberation ? Oh mind, dwell on 
Him and Him alone. To Nammazhwar, tolerance was a duty, not a concession. He declared that both 
Saakaaravada (perception with form) and Niraakaaravaada (perception of the Formless Absolute) are 
equally true. Each person may adopt the perception that suits him. Thereafter, Nammazhwar exhorts all 
human beings to define liberation as their goal, for which, his first prescription is practical detatchment. 
"Neer, numadu endrivai verudan maayttu, irai shermin uyirkku adan neer nirai illar*, is what he says, rf 
the mind gets rid of dual distinctions of "me" and "mine", there can be no better state. "Atradu patrenil 
petradu veedu uyir* - the moment detatchment is established, the soul ra already on the path of 
liberation. 

"Vastu bittu nodi, swastadi manana maadi 
Astavyasta addaadi samasta rode gudi 
Muttj Gurudhyana kettu hoguvadena 
Mutti Lakshmi Purandara Vitthaleshana dhyaana" 

Nammazhwar hastens to add that God is not unattainable or difficult, He is quite considerate and 
compassionate to His devotees. God* is not Impersonal; He is highly personalised. His mystic vision 
then paints his concept of His Lord - He has eyes like those of the lotus. He bears the Chakra, He rides 
the great bird Garuda, He is known as Narayana. He, very much, is of the "Bhaktara salehuva" type. 
Nammazhwar then states that He is the storehouse of all Gunas, the abiding place of all attributes. 

unoreyatanaaaii nooae, unaraniaevige ramana 
SiriyatenadaJi noode Shri kaantanu 
Hiriyatanadali noode Sarasijodbhavanayya 
Guruvatanadali noode Jagad aadi Guru. 
Paavanatvadi noode amara Ganga janaka 
Davatvadali noode divijarodeya. 
Lavanyadali noode lokamohaka nayya 
Aava dhairyadali noode asuraantaka 
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I pariya sobhagava devarali naa kane 
GopijanapriyaGopaalagallade-. 

God can be thought of; He can be given a form and worshipped; what matters is that you respose faith, 
m absolute terms and approach Him - He will respond. In a verse of the Peria Tiruvandaadi 
r*ammaznwar says. 

"Bhuviyum iru vishumbum nin akatta - nee yen 
Sheviyin vazhipugundu ennullaai - avivindri 
Yaan periyan, nee periyai enbadai year arivaar ? 
Oon parugu nemiyaai ullu* 

Your abode is everywhere - this world, the sky. the naadir too. Does that mean you are Infinite ? I hear 
your name. I saw your form and drew You into me. imprisoning you in my heart Who can ever judge, in 
this state as to whether You are bigger or I am bigger than You ? Is this not reminiscent of Purandara 
Dasa's "Nimma bhaagya doddado. namma bhaagya doddado'. 

"Mujhko bigaada tune, tujhko basne nahin doonga 
Jab tak na hatun main tujhe ha trie nahin doonga 
Tu sabse bada aur main tujhse bi bada hoon 
Thokar laagake main tere raste pe khada hoon 
Mere hateete Shyam main be hat pe adaa hoon 
Thokar laagake main tere raste pe khada hoon" 

Nammazhwar narrates later, the supposed first encounter or meeting between him and his Lord. "The 
Lord was not awesome or formidable. The lotus-eyed Lord came into my eyes and I behold only through 
His vision. He placed Himself in my forehead to regulate my thought and I can only think of Him. He 
came to my cranial crescent and I felt that I was absolutely protected by Him" - so said Nammazhwar 
Nammazhwar describes this contact as ethereal and calls his Lord as "Iniyan* - a sweet person No 
wonder, Purandara Dasa sang. "Kalhi sakkhare kolteero". 

Nammazhwar clarifies further that God does not confer benedictions on this Bhaktas with any inner 
motive. He does it out of natural instinct Sahaja-Bhava - like a cow cares for its calf. At this juncture L 
am compelled to quote verbatim, one of Nammazhwar's verses. 

CheJva Naarann endra chol keettalum 
MaJgum kanpani, naaduvan maayame 
Aflum nanpagalum idai veedindri nalgi; 
Ennai vkfaan Nambi nambiye' 

The moment I hear the name "Cheluva Narayana", my eyes are clouded with tears; I cannot but think 
day and night of Him. I am convinced that He will not let me down. Compare this with: 
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"Jwara bandaagali, chali bandaagali 
Marali marafi matte neduguvaagaagali 
Hari Narayanananemba durita nivaarana nendu 
IruJu hagalu ninna smarane mariyadahge". 

Narmrazhwar digresses to convey that the incarnations, the Avataras of the Lord were ontv for the 

"Daanavanu maadidanu mownavanu taafide 
Mahaa purusharthage manava neekki 
Anaatha bandhu Shri Purandara vltthalana 
Dhyaanisuvaru ode goodi dayavaada tanaka" 

^ n f^^, a ^ t °5 ,e J*** - ■» doctrine. This espouses that the devotee 

should cfing to theLord, the way a baby-monkey dings to its mother. As the mother jumps from tree to 
tree, to ultimate safety, the adherent Bhakta will ateo cross this ephemeral world to reach etemitv 

£2S2?2 ' U T^ n !H2 k0 ° ChikkanaVQ " " 1 ding 0,1 to Interestingly. Maaran 

L5 nn8 K VeedU ' (Libefation )- " 9mm V f (Heaven) and 'Naraka- (Hell), in the 
Snntm ♦ V6ed ^ UVa ^ m narakeera " Swaf 9 a » Na ^a are as ephemeral as the 
earth and he does not want them. "Ksheene punye martyalokam vishantr is the Sanskrit proverb 

T^kST 0f9OOddeeds9ef exhausfed one *3 bom again in the earth. To overcome the 

2£t^!S? 3 * • ° nehaSl0S8ek " Veedu " libera,ion ^ grants liberation but an aspirant 
has to seek it- there is no system of reservation or automatic grant, says Nammazhwar. 

1^ 6 T££ t 8 ™' ^PfE** 52 He dedares that Lord Himself is the Paramaatma 
and that all Jeevaatmaas are but He manifestation without separation or division. Maaran says 
Taavaryum evarum taanar - everything and everyone is but Him. This view is the foundation oHhe 
Sesha-Sesh, Bhava. the Shareerika Mmamsa theory subsequentfy established by ShS SZ£ 

e^^A^^'l^ ^ !2 a S 10 T iieCtUal theonsabon - Nammazhwar declares that 
even to Arcx^a-Mocrt, the idols n places of worship, are adequate means to attain union with the 

Supreme One. Maaran s catholicity and cosmopolitan outlook can be seen in the statement -Meykoll 

^T^T^ V r°T!* fa rrib0rthlye " ' meaning fhat Tme and Wagnificien» Light took the 
form of the Tnnrty - Brahma. Vishnu and Mahesh, or Hari, Hara and Aya as he says. 

^Z^^if ^fff T ° 9an0e - He d66med himsetf 10 be ^ a*™* of the Lord's 
oevotees, echoed later by Kulashekara Maharaja as : 

"Majjanmanah phalam idam Madhu Kaithaba are 
Mat praarthaneeya mad anugraha esha eva 
Twad bhrutya. bhrutya. parichaaraka, bhrutya bhrutya 
Bhrutyasya bhrutya I maam smara Likanatha". 
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Nammazhwar refused to sing in praise of mortals. • 
■Shonnaal virodham ktu. aagilum sholluvan kenmino, 
Ennaavfl ini kavi yaan oruvarkkum kodukkiten" 

There will be opposition to this statement I make but I dare to say that I will not use my tongue to praise 
any Manava - 1 will sing only about Madhava. Compare this with Pillaiperumal Iyengar's statement 

"Aranganaip paadina vaayaal matroru kuranganaip paadilen' or Muttuswami Dikshitar*s "Hiranmayeem 
Lakshmeem sada bhajami heena maanavaashrayam tyajaami". Similar sentiments have been 
expressed even by Purandaradasa: 

"Genudalu porevudake pogi pararannu; pancha 

Baana sama roopa neenendu pogale 

Aane ninnaanilla nale barendanalu 

Gaana tiruguva ettjnante tolaluvuda 

Eenu baradeyo Brahma eshtu nirdayavo; Abhi - 

Maanavanu toredu pararannu beduvuda". 

Now, we have to come down from mountains of mysticism to terra-firma, the earth. The place Melkote, 
intimately associated with Ramanuja. who stayed there for many years was not really sung in praise of 
by any of the Azhwars - So. prima-facie, it was not a Divya-desha. As a token of gratitude for the 
sanctum, safety, support and affection received from the residents of Melkote, Ramanujaachaarya later 
dedicated a verse from the Naalaayira Dh/yaprabandha, the sacred fourthousand verses, to Melkote, to 
make it an "Abhimana Kshetra". on par with the Divya Deshas. The verse dedicated to Melkote is: 

"Oru naayakamaai oda ulagudanaandavar 
Karunaai kavarnda kaalar shidaigrya paanaiyar 
Peru naadu kaana immaiyile pkxhai taam kolfvar 
Tirunaranan taall kaalam perach chintjttu uymino". 

It is this verse's dedication to Melkote that led to the Moola-Moorti there being named as Tirunarayana. 
This may be known to some but what is not appreciated widely, is the fact that this verse is a composition 
oi Maaran bnaraKopa. 

Nammazhwar has firm faith in the doctrine of Divine Grace, without which nothing is achieved. He begs 
"grant me grace, I have come to worship you my Lord, I havu no knowledge; I have practiced no 
austerities, I have done no penance too, all that I have is my devotion to you'. Compare this with 
Purandara Dasa's: 

"Japa ondu ariyanu, tapa ondu ariyany 
Upadesha illandena bedaa 
Apaara mahima shri Purandara Vitthalana 
Upaaya endu nene manave Ranga". 



It is said that Maaran spent all his life time of 32 years under the tamarind tree at Azhwar - Tirunagari 
and that he did not undertake any pilgrimage. It is said that he accquired Divine Vision and was able to 
perceive Archa-Moortis at many other Kshetras, at distant places. Curiously, Maaran has sung in praise 
of 36 temples - of which five are in Chola Desha, 12 in Pandya Desha, 12 in Kerala, one in Tondai 
Nadu, 5 in Central and Northern India and the last being the heavenly Vaikuntha. Some of his 
descnpbons are so precise that it is hard to believe that Maaran did not visit these shrines. His 
description of the crystal - clear water of the River Pampa, when describing the temple of 
Tlruvanvandoor (now called Tiruvamundur) on the Northern bank of the river, is a sight worth seeing. 
Maaran sang'Deru neer Pampai vadapalai Tlruvanvandoor uraiyum*. Maaran has sung in praise of 
twelve of the thirteen shrines in Kerala - a fact worthy of cognisance. If Maaran did not visit these 
Keralite shrines in his lifetime, his idol, installed at Azhwar Tirunagari after his lifetime, did spend many 
years in these Kerafite shrines, during the invasions of Malik Kafir's hordes in South India. Maaran does 
however say that unadulterated thought of God cleanses both the body and the soul. If so, what was the 
need for visits to holy places ? Compare this with : 

"Sakala teertha yaatrava madidanta 

Nikhala punyada phalavu 

Bhakuti poorvakavaagi bidadanu dinadolli 

Prakata Purandara Vrtthalana namada smarane onde saalade". 

Nevertheless, there is unparalleled historic importace associated with Maaran's ten songs dedicated to 
the shrine at Kumbakonam. Opinions prevailed at some stage, that Maaran's compositions were not 
conducive to materialistic prosperity and that they led everyone away to the path of mysticism and 
liberation. They were deemed as undesirable. All palm-leaf manuscripts containing Maaran's hymns 
were coiieciea ana mrown inio me nver i amraparni. nowever, one paim-iear okj not sinK into me waters 
and reached the opposite bank of the river. Someone who found that paim-leaf preserved it quietiy 
without ado. That palm-leaf contained Maaran's verses on Kumbakonam. Taken away to Kumbakonam, 
these verses became mere local redtational fare. When a group of devotees from Kumbakonam visited 
Veeranarayanapura, they recited these verses. The great Acharya, Nathamuni, noticed the reference to 
a thousand hymns and requested the visitors to teach him the remaining hymns, which they confessed 
they did not know. Perseverance being the hall-mark of Nathamuni, he came down to Azhwar Tirunagiri 
and did penance. Maaran appeared as a vision and taught Nathamuni not only his remaining verses but 
revealed unto him, verses of other Azhware too, which constituted the compendium of four thousand 
verses. The point to be appreciated is that but for eleven verses of Maaran, which miraculously survived 
pre-medicated destruction, the entire lot of four-thousand verses, the Naalaayira Divya Prabandha, 
would have been lost to posterity forever. 

Maaran's love fo God transformed into love and he did sing many verses with the Nayaki Bhava. Brevity 
forbids detailed expatiation. However, we have verses which characterise Maaran, as Parankusha 
Nayaki, the damsel who abandons her parental abode to seek refuge with her beloved Lord, making the 
firm declaration that He was "unnum shoru, parugum neeru, tinnum vetrilai" food, water, and betel 
leaves, thus signifying Taraka, Poshaka and Bhogya - essentially, nourishment and luxury. Such a 
Bhava, such attitude, is the pinnacle of mysticism. It is indeed a matter of regret that we appreciate such 
portrayals in Sufi poetry but are unaware of Maaran's mysticism. 
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The Mumukshatva, desire to attain liberation, of Maaran was so intense that he described God as the 
stick that supports his hapless soul - "Aavikku or patrukkombu". In the concluding twenty verses of the 
Tiruvaimozhi. Maaran meticulously describes the ascent of the soul to Vaikuntha, culminating in his 
unambiguous declaration that he attained liberation, devoid of any desire - *avar atru veedu petra*. It is 
by virtue of this declaration, that his compositions are regarded as proof, Pramana. Hence, the Divya 
Prabandha is accorded a status not only par, but above that of the Vedas, in Shri Vaishnavism. This can 
be visualised from temple processions - where the Prabandha Ghosh ti follows the Lord - still in search 
of Him. The Divya Prabandha inherited this exalted status primarily due to the mystic experiences of 
Maaran. 

All compositions of Maaran are couched in the Antaadi or Antaakshari pattern, which is unique. The 
great Tamil poet, the Kavi-chakravarti. Kamban, has paid his tribute to Maaran in hundred verses called 
'Shatakopa Antaadi*, only after which, the Arangetram of his Ramayana took place. 

If one follows the path shown by Maaran, he is bound to attain liberation and will reach the feet of the 
Lord. The greatest tribute to Maaran can be seen from the fact that the Paaduka of the Lord, placed on 
the heads of devotees in Vaishnavite temples, is called Shatakopa. Sri-Vaishnavism, without the mystic 
pronouncements of Maaran would only by an arid desert. Such is the greatness, the value, of the 
mysticism of Maaran! 



